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Letraset, Designstudio, Colorstudio, 
Imagestudio Letrastudio, Fontstudio and 
Letrafont are trademarks of Esselte Pendaflex 
Corporation in the United States, of Letraset 
Conddo, LTD. in Canada, and of Esselte 
Letraset Limited elsewhere and are widely 
protected by registration. 
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Standards. Use current PANTONE Color 

Reference Manuals for accurate color. 
Macintosh is a registered trademark of Apple 
Computer Inc. PostScript is a registered 
trademark of Adobe Systems, Inc. 


This advertisement was created and produced 
using Letraset Graphic Design Software. 
“PANTONE Color Computer Graphics’’© 
Pantone, Inc., 1986, 1988 
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The Agfalype Collection— 


A complete line of type products for any application, any resolution, any PosTSCRIPT 
or orb cant printer—from AGFA Compugraphic, a Division of Agfa Corporation. 


More choices. The Agfalype Collection 
is. a notch above other PosTScriPT type 
libraries because it gives you the typefaces 
you want plus the performance charac- 
teristics suited to your publishing 
needs. Select from the Agfalype 
Professional Series, over 475 fonts 
licensed from Adobe Systems. The 
AgfaType Studio Series features : 
over 275 unique typefaces designed to enomaphey 
specifications. Mix both the Professional Series and 
Studio Series fonts in the same application. And look 
for Desktop Series fonts to give professional perform- 
ance for your QuickDraw printer. 

Professional results. 
AgfaType fonts are easy to 
use and instantly enhance 
the readability and credibil- 
ity of your printed 
words. You can take full 
advantage of AgfaType’s 
high-resolution capabilities. — 
Demanding professionals 


AGFA and the Agfa Rhombus are registered trademarks of Agfa-Gevaert, AG, Compugraphic 
and CG are registered trademarks; and Agfalype, Professional, Studio; and Desktop are trade- 
marks of Agfa Corporation. POSTSCRIPT is a registered trademark of Adobe Systems Incorpo- 
rated. Macintosh is a registered trademark, and QuickDraw is a trademark of Apple Computer, 
Inc. IBMisaregistered trademark, and PS/2 is a trademark of International Business Machines 
Corporation. Copyright © 1989 by Agfa Corporation. All rights reserved. 


® Professional" Series: True Adobe PostScriPT typefaces. Print them at any 
resolution from 300 dpi to 2400 dpi. For your Macintosh} IBM® PC, PS/2; 
» or compatible. For the most demanding desktop applications. 


f Studio”Series: User-defined PostScript fonts for the Macintosh. Unique 
_ alternative typefaces. Authentic and precise letterforms. Character outline 
_ accessibility for customized headlines, logos, and special effects. 


Desktop" Series: Professional quality type. Complete with the only scalable 
font program that provides high-quality bitmap fonts required for Apple 
Computer’s QuickDraw technology screen and page description language. 


use Agfalype for results that reflect their commitment 
to uncompromising quality. Output files created with 
Agfalype from any type house or 
service bureau PostScript laser 
imagesetter. Be assured of full 
compatibility. 

The Agfalype Collection— 
Adobe PostScripT technology 
combined with professional 
quality type. AgfaType is part 
of the growing family of Post- 
SCRIPT output devices and 
imaging products from AGFA 
Compugraphic. We offer a full 
line of high-performance laser 
imagesetters, plain-paper print- 
ers, and high-resolution scan- 
ners. AGFA Compugraphic has 
been a leading supplier of type, typesetting, and 
electronic publishing products for over 29 years. 

For more about the Agfalype Collection or for 
the nearest authorized AGFA Compugraphic dealer, 
call 800-622-TYPE. 
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Exhibition Schedule 
February 14—March 29 


Typographic Treasures: 


Josef Miller-Brockmann-Posters 


1948-1981 


Posters by renowned graphic designer Josef Miiller-Brockmann are 
the focus of this exhibition, which has been organized by Pro Helvetia (Arts 
Council of Switzerland) and the Embassy of Switzerland, Washington, D.C. 
A proponent of functional typography, Miiller-Brockmann, in his 
book, The Graphic Designer and His Design Problems, wrote, “Each problem calls 
for a grid suited specially to itself. It must enable the designer to arrange 
the captions, photographs and drawings so that they are as visually effective 
as their importance warrants and yet form an ordered whole? . 
The powerful use of type—alone or in conjunction with photography— 
typifies the work of this member of the so-called “Swiss School” A pioneer in 
the use of the grid, Miiller-Brockmann consistently demonstrates that 
the grid need not inhibit creativity —rather the two can co-exist. Shown in 
the collection are the original grids upon which the compositions are based. 


April 1l—May 24 


Schriftkunst: The Lettering Art of Karlgeorg Hoefer 


Muchas the work of lettering artists such as Rudolf Koch, 
EH. Ernst Schneidler, Edward Johnston and Rudolf Larisch influenced 
the calligraphic development of Karlgeorg Hoefer, so has Hoefer’s 
work influenced generations of calligraphers around the world. A teacher 
for more than 30 years at the Hochschule fiir Gestaltung in Offenbach, 
West Germany, he has also taught calligraphy throughout the 
United States. Energetic calligraphic experiments, painstaking lettering — 
and all that falls in between—are included in this retrospective 
exhibition of Hoefer’s work. 


Hours: 12:00 noon-5:00 p.m. 


Open Monday-Friday 
(Closed February 19 and April 13) 
Admission: Free 


Morning hours available for schools and professional organizations by reservation only. 
For more information and group reservations call (212) 371-0699. 


ITC Center 
2 Hammarskjold Plaza 


(866 Second Avenue, between 46th and 47th Streets) 
Third Floor 
New York, NY 10017 
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The ‘I’ and J’ not only follow each other in 
the alphabet and look a lot alike—they also, toa 
very large measure, share the same history. 

The Phoenician ancestor to our present ‘!’ 
was a sign called “Yodh? meaning a hand bent at 
the wrist. This sign, if you stretched your imagina- 
tion, could be construed to look somewhat like a 
hand. Some say that this sign can be traced even 
further back in history to the ancient Egyptian 
hieroglyphs of a leaf, which supposedly later 
evolved into a hieratic symbol which also resem- 
bled a hand. This Egyptian part of the ‘I’ story is, 
however, probably a typographic fairy tale. First, 
because the Sumerian and Assyrian-Babylonian 
symbols which predate the Phoenician, and to 
some degree have been influenced by the Egyp- 
tian culture, bear no resemblance to a hand. 

The original Phoenician symbol evolved over 
time into a zig-zag shape which was eventually 
adopted by the Greeks. The Greeks tended to 
simplify the symbols that they adopted from the 
Phoenicians, and the Yodch was no exception. In 
their hands the zig-zag became a simple vertical 
line. And they eventually changed the name of 
the letter to “lota’ 

Yodh was the smallest letter of the Phoeni- 
cian alphabet. As such, iota has come to mean 

“the smallest possible thing’ as in “There is not one 
iota of truth in what you just said.” Also the word 

“jot” which comes to us via Latin from the Greek 
iota usually refers to a small note or mark. 
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Like the ‘G’ and ‘F’ the ‘T is another 
letter which took some time to make 
up its mind which sound it represented. 
The Phoenicians used it as a semi- 
consonant, as the ‘y’ in toy. When it was 
adopted by the Greeks around 900 B.C., 
they used the letter to represent the “ee” 
vowel-sound. Then in the early Latin 
language it represented the vocalic 
sound ‘i’—and the consonant ‘j’ Even- 
tually somebody probably got tired of 
using the same letter to represent two 
sounds, and tried to differentiate them 
by lengthening the ‘I’ slightly to repre- 
sent the ‘j’ sound. In the 16th century, a 
lettering artist decided that just the 
simple lengthening of the letter was too 
subtle a change to distinguish the ‘i’ 
from the ‘j} and added a hook to the 
bottom of the stroke; finally, the distinc- 
tion between the ‘i’ and ‘j’ was complete. 

There are two theories as to how the 
‘7 and ‘j’ obtained their dots. One sug- 
gests that the ‘j’ got its dot first, around 
the 13th century, in an attempt to fur- 
ther distinguish it from the ‘i? The other 
theory states that the ‘i’ got the dot first 
(at about the same time) but to help 
distinguish it from characters like the 
‘m) ‘n; and ‘uw’ when it fell in close prox- 
imity to those letters in text copy. 

The ‘T is just ‘I? It isn’t difficult to 
draw, and has no optical considerations 
or caveats to contend with. Drawa 
straight vertical line the width of a stan- 
dard stroke and season with serifs when 
necessary. That’ pretty much it. 

The hook of the ‘J’ should extend 
just slightly below the base line (for opti- 
cal reasons) or very far below the line, 
which allows it to be spaced more evenly 
with other characters—and provides 
alittle more distinction or drama to 
the basic shape. The end of the hook 
can be terminated with either a serif or 
a ball terminal. The ball terminal is a 
privilege of the ‘J? Ina classical Roman 
alphabet (to which the ‘J’ does not 
belong) it can be used on no other letter. 

Allan Haley 


There are characters in his- 
tory, literature and mythology . 
whose names are linked for all 
time. You can almost never 
mention one without the other. 
But being inseparable does 
not always mean the relation- 
ship was amicable. Some of 
the names we've coupled were 
true friends; some were lovers; 
some, enemies. And in some 
instances there were two- 
somes that started as friends 
and wound up at odds with 


each other. For instance... 
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Sir William Schwenk Gilbert (1836-1911) was an Eng- 
lish playwright and humorist. Sir Arthur Seymour 
Sullivan (1842-1900) was an 


P English composer and conduc- 
Gilbert tor. In 1871 the two men began 


SULLIVAN a creative collaboration that 
was wildly successful. They 
composed 14 brilliant comic 

operas which are still favorites in the United States 

and Britain. Among them are Trial by Jury, H.M.S. 

Pinafore, Pirates of Penzance, Patience, Ruddigore, 

The Mikado, Iolanthe. However, in the late 1890s the 

perfect union of librettist and composer went sour 

because of a dispute between them, and neither man 
produced anything of note afterwards. 


Romeo and Juliet are the quintessential lovers of all 
time. But their families, the Montagues and Capulets, 
were traditional enemies in 


Shakespeare’s tragic play. From 
Montagues the highest ranking member of 


CAPU LETS each clan to their lowliest ser- 


vant, they were continually 

embroiled in bickering, quar- 
rels and bloodshed. The young lovers, in a desperate 
attempt to escape their families’ hostilities, brought 
about their own disastrous end. 
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edd aS 
O-<e é 


SUBHEADS: ITC SOUVENIR DEMI ITALIC, ITC ISADORA BOLD, ITC MACHINE BOLD TEXT: ITC SOUVENIR LIGHT, LIGHT ITALIC, DEMI ITALIC 


These two noble Greek youths who lived in ancient 
Syracuse are legendary paradigms of true friendship. 
According to the story, Pythias 
was condemned to death by 
Damon the tyrannical ruler of Syra- 
PYTH IAS cuse, Dionysius. Dionysius was 
persuaded to allow Pythias to 
leave the city to set his affairs in 
order before the sentence was carried out, because 
Damon promised to stand in for him if Pythias didn’t 
return. That’s a friend! Pythias was delayed, but he 
arrived just in time to save Damon. Dionysius was so 
impressed by such an act of devotion, he called off the 
execution and asked if he could be one of the boys. 


It’s a tossup whether this pair should be labeled 
“friends” or “foes.” These twin boys who were thrown 
into the River Tiber at birth, 


then cast ashore and nurtured 
Romul us bya she-wolf, grew up to be 


REMUS strong and powerful. They 
decided to build a city (Rome) 


; along the river bank where they 
were saved by the wolf. But the two men quarreled 
over the exact location and turned to the gods to 
decide. When they decided in favor of Romulus’ 
choice, Remus was so enraged he leaped over the 
boundary markings. It so infuriated Romulus, he 
killed his brother. He almost immediately regretted his 
violent act and, as King of Rome, kept an empty chair 
at his side as a symbol of his dead brother’s partner- 
ship in the kingdom. 


Though their names are coupled for all time, these 
men did not know each other at all when Henry Mor- 

ton Stanley was sent out by his 
Ss tanl employer, the New York Her- 

antey ald, to find David Livingstone. 

LIVINGSTONE Livingstone, the English 

explorer had disappeared in 

the course of one of his expedi- 
tions to Africa. Stanley set out in 1869 from the United 
States, and after many hardships finally found Living- 
stone in 1871. He stayed on with him in Africa fora 
few months. After Livingstone’s death, Stanley 
returned to Africa to continue the explorer’s work, 
leaving us to assume a genuinely friendly relationship 
had evolved between the men. 


Illustrations by David Cutler 
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He was the macho husband. She was the intimidated 
wife in Ibsen’s play, A Doll’s House, written in 1879. 

The playwright, who explored 
N issues of social and moral con- 

ora flicts in his dramas, used this 

TORVALD play to present the inequality of 

women in society. Abandoning 

her docile, submissive role, 
Nora finally proclaims her independence and walks 
out on her benighted husband. The parting, to say the 
least, was less than amicable. 


Peter Abelard (1079-1142) was a distinguished 
rational philosopher and teacher in Paris, sought out 
by scholars throughout the 


e land. He was hired by the 
Heloise Canon of Notre Dame to 


ABELARD supervise the education of his 


beautiful young niece, Heloise. 

The teacher and student 
became lovers, she bore a child and they married 
secretly to legitimize the baby. When Abelard feared 
that her uncle was mistreating Heloise, he removed 
her to a convent for protection. The enraged uncle 
engaged thugs to rough up Abelard. They castrated 
him and broke his spirit as well. Abelard spent the rest 
of his life ina monastery. Heloise became a nun. She 
lived 22 years longer than he did, but the tragic lovers 
were finally reunited in death; they were moved toa 
Paris cemetery and buried side by side in 1817. 


Marco Polo was only 20 when he arrived in China in 
1275. But the Mongol Emperor, Kublai Khan, who 
was three times Marco’s age, 


took enormous pleasure in the 
Marco Polo young man’s intellect and 


KUBLAI KHAN enthusiasm. He included 


Marco in the social life of the 

court and, despite his youth, 
was installed as governor of one of the most civilized 
cities in the kingdom. 


More proof, if you need it, that lovers are not neces- 
sarily friends. Samson was a popular hero of the Old 
Testament who was famous for 
his superhuman strength and 
Samson triumphs leading the Israelite 
DELI LAH rebellion against the oppres- 
sive Philistines. He had a weak- 
ness, though, for a Philistine 
woman, Delilah. In her bed chamber he confided to 
her that his strength was in his hair, whereupon Delilah 
lulled him to sleep, cut off his hair and reduced him 
to a powerless captive. M.M. 
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First Prize 

Mr. Lawrence McGarvey 

Fashion Institute of Technology, 

New York, New York. 36 x 24” 

Prepared as a reflective street sign, the 
message relayed by this poster is under- 
standable by those who can read and 
those who cannot. 


Iliteracy—The Price 


Illiteracy 


In the United States alone, there are an estimated 21-25 million adults who are functionally 
illiterate. Worldwide, it is estimated that there are nearly one billion adults who cannot read. 
The inability to read forms a barrier to many precious things that we take for granted: not 

just knowledge from reading the written word, but physical independence (stemming from the 


ability to read schedules and street signs), quality medical care and housing (because of the 


Illiteracy—The Price 


Illiteracy is an evil weed. Its roots spread 


and fasten onto and poison many aspects of 


a person's life and degrade the society that 


fails to eradicate it. Most obviously it denies 


its victims many of the aesthetic pleasures 
that enrich life. It makes a meaningful, 
productive education virtually impossible 


and leads to limited job opportunities, to 


frustration, depression, despair. Its flowers 


may range from personal misery to crime— 


to crimes against innocent people as well 
as against an uncaring society. The time to 


permanently uproot and eliminate the 


weed ofilliteracy from the garden of human 


affairs is long overdue. The price of 
ignoring it is far greater than the cost of 


weeding it out. —Edward Gottschall 


If you think 
the cost of 
education 
is high, 
think about 
ignorance. 
—Derek Bok, 
President, 
Harvard 


University. 


ll 


Third Prize 

Mr. Rob Musters 

Academy St. Joost, 

Breda, the Netherlands. 35 1/2 x 46 1/2” 
Even comic strips may not be properly 
interpreted without being able to under- 
stand the characters’ words. 


poverty that often accompanies the illiterate), safety (from the ability to read words of warning), , 
adequate nutrition (from being able to read food product names and ingredients) and the ability 
to work at a responsible, rewarding job. To say nothing of the joy of creativity and imagination 


that is so often sparked by reading the words of others. 


In the last few years we have seen increasing public and private sector attention paid to this 
worldwide problem. Literacy programs have been active in recruiting volunteers to tutor those 


in their communities who are unable to read, but are eager to be able to do so. 
The United Nations has designated 1990 as International Literacy Year. 


It was fitting, therefore, that we address the problem of illiteracy in this year’s Herb Lubalin 
International Student Design Competition. ITC was overwhelmed by more than 1300 entries from 
students in 30 countries who offered us their visual interpretations of Illiteracy—The Price, 
written by Edward M. Gottschall, recently retired editor of UG7Ic. 


Ironically, a surprising number of the entrants failed to properly read (and follow) the instruc- 
tions they were given. This not withstanding, the jurors were greatly impressed with the 


quality of the work that was submitted. One concern they voiced was the intended audience 


Second Prize 

Ms. Debra Bandelin 

Syracuse University, 

Syracuse, New York. 81/2 x7 1/2" 

The artist describes the compositions 

appearing in this school notebook as 
“..written by adults who are in the process 

of acquiring basic literary skills. They have 

taken the first step towards personal free- 

dom, economic opportunity and security, 

social justice and dignity.” 


nird PH 
Mliteracy-The Price Third Prize 


Mr. Filip Heyduk 

College of Applied Arts, 

Prague, Czechoslovakia. 19 1/2 x 27 1/2" 
This visual illustrates the inability of the 
illiterate to connect with the printed word. 


Third Prize Third Prize 


Ms. Rosa Cho Mr. Oliver Hartmann 

Pratt Institute, Hochschule ftir Bildende Kunst, 
Brooklyn, New York. 8 1/2 x11" Braunschweig, West Germany. 8 1/2" 
The illiterate person could not respond to diameter x 2" high 

this letter marked urgent. 1he words in this The required text is presented as a bowl 


letter are mostly formed of random letters, of alphabet soup. 
representing how the printed word appears 


to anilliterate person. 


of the creations: were they directed toward literate or illiterate members of our society? They 


felt that this might have been better addressed in the original design brief that was presented | 
to the students. The piece awarded the first prize circumvented this question in that it could — 


be interpreted by those who cannot read as well as those who can. 


Serving on the jury were James Cross (James Cross & Associates, Los Angeles), Burton Kramer 


(Burton Kramer Associates Limited, Toronto), Woody Pirtle (Pentagram Design, New York City), 


Serving on the jury were (left to right) Burton 
Kramer, Nancy Rice, Woody Pirtle, James Cross 
and Herbert Spencer. 


Nancy Rice (Rice & Rice Advertising, Minneapolis) and Herbert Spencer (London). 
The 42 winning pieces were exhibited at the ITC Center in New York City earlier this winter. 


The first prize of $5,000 and the 1989 Herb Lubalin Medal was awarded to Mr. Lawrence 
McGarvey, a student at the Fashion Institute of Technology in New York City. Ms. Debra Bandelin, 
a student at Syracuse University in Syracuse, New York, was awarded the $2,500 second prize. 
Eight third prizes of $500 each were awarded to Ms. Rosa Cho (Pratt Institute, Brooklyn, 

New York), Ms. Theresa Duffy (Art Center College of Art and Design, Pasadena, California), 

Mr. Douglas J. Fuller (Syracuse University, Syracuse, New York), Mr. Peter Ham (Academy 

St. Joost, Breda, the Netherlands), Mr. Oliver Hartmann (Hochschule fiir Bildende Kinste, 
Braunschweig, West Germany), Mr. Filip Heyduk (College of Applied Arts, Prague, Czecho- 


Third Prize 

Ms. Theresa Duffy 

Art Center College of Art and Design, 
Pasadena, California. 7 1/4 x10" 

This shredded Webster’s New World Diction- 
ary is as useful to those who can read as a 
normal dictionary is to those who cannot. 
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Third Prize 
Mr. Peter Ham 


Academy St. Joost, . 
Breda, the Netherlands. 34x45 1/2" 


. 
i 8 ( 5 fe ra cy The left side of this poster is perforated 


suggesting that illiteracy can be eradicated. 


> 

Third Prize 

Mr. Douglas J. Fuller 

Syracuse University, 

Syracuse, New York. 14 1/4 x 4 1/4" 

The irony of this bumper sticker needs no 
explanation. 


slovakia), Mr. Rob Musters (Academy St. Joost, Breda, the Netherlands) and Mr. Alex Wittholz 
(Ontario College of Art, Toronto, Canada). 


The Herb Lubalin International Student Design Competition was established in 1984 to honor 
and perpetuate the memory of Herb Lubalin, internationally famed graphic designer, 


teacher, co-founder and principal of ITC, and editor of UGIc. 


The call for entries for this year’s contest, Drive Smart, Drive Sober, appears on page 46 of this 


issue of U&Ic. Laurie Burns 


This exhibition is available to travel. For further information, please contact Laurie Burns at 
ITC, 2 Hammarskjold Plaza, New York, NY 10017; phone, (212) 371-0699. 


Third Prize 

Mr. Alex Wittholz 

Ontario College of Art, 

Toronto, Canada. 18 x 22.1/2" 

The text, repeated throughout the piece in 
two colors and in small type, forms a typo- 
graphic illustration. The resulting image 
proposes that the world of books is bolted 
shut to those who cannot read. 


HEADLINE: ITALIA BOOK PULLQUOTE: BOOK, BOLD TEXT: ITC ZAPF INTERNATIONAL LIGHT, LIGHT ITALIC, DEMI ITALIC, ITC SYMBOL BOOK CAPTIONS: ITC SYMBOL BOOK, BOOK ITALIC, BOLD 
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Additional artists included in the exhibition: 

Mr. Robert S. Achten (Wellington Polytechnic, 
Wellington, New Zealand); Mr. Christoph Becker 
(Fachhochschule Dusseldorf, Diisseldorf, West 
Germany); Suki Berwyn-Jones (Maidstone College 
of Art, Maidstone, Kent, England); Mr. George 
Cheng (Pratt Institute, Brooklyn, NY); Ms. Trudy 
Cole-Zielanski (Pennsylvania State University, 
University Park, PA); Mr. Marco Crisari (London 
College of Printing, London, England); Ms. Katja 
Derr (Fachhochschule Dusseldorf, Diisseldorf, 
West Germany); Mr, Gunnar Friel (Fachhochschule 
Diisseldorf, Diisseldorf, West Germany); 

Ms. Nicola Ginzler (Academy of Art College, San 
Francisco, CA) Ms. Bettina Golk (Fachhochschule 
Diisseldorf, Diisseldorf, West Germany); Mr. Kevin 
D. Hern (Syracuse University, Syracuse, NY); 

Ms. Kirsten Hesse (Fachhochschule Darmstadt, 
Darmstadt, West Germany); Ms. Janca Huysmans 
(Academy St. Joost, Breda, the Netherlands); 

Mr. Greg D. James (McNeese State University, Lake 
Charles, LA); Mr. Vincent La Cava (Pratt Institute, 
Brooklyn, NY); Ms. Sharon G. Lindgren (San Diego 
State University, San Diego, CA); Mr. Domenic 
Lopergolo (Syracuse University, Syracuse, NY): 
Mr. Bernard G. Madden (Pratt Institute, Brooklyn, 
NY); Mr. Michael Miklas (Hochschule fiir Bildende 
Kunste, Braunschweig, West Germany); Mr. 
Matthew Montero (School of Visual Arts, New 
York, NY); Ms. Christine K. Nguyen (San Jose State 
University, San Jose, CA); Mr. Michael Overton 
(University of Utah, Salt Lake City, UT); Ms. 
Suzanne Parkey (University of Cincinnati, Cincin- 
nati, OH); Ms. Melissa A. Poole (McNeese State 
University, Lake Charles, LA); Mr. Christopher 
Schuld (University of Dayton, Dayton, OH); Mr. 
Kevin Smead (Johnson County Community 
College, Overland Park, KS); Ms. Beth A. Smear- 
soll (University of Cincinnati, Cincinnati, OH); Mr. 
William G. Sutts (University of Cincinnati, Cincin- 
nati, OH); Mr. Dennis Ou Chee Wai (Academy of 
Art College, San Francisco, CA); Mr. Franz 
Wohwinkel (Fachhochschule Darmstadt, Darm- 
stadt, West Germany); Mr. Robert Wolfe (State 
University of New York at Buffalo, Buffalo, NY). 
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Typographic 


Milestones 


nce each month, 
William Caslon 
would host a party 
at his house. The 
evening was dedi- 
cated to good food, 
hearty ale (usually 
brewed by Caslon himself), friendly 
conversation and beautiful music. Often, 
the music was provided by eminent mas- 
ters of the day. Caslon enjoyed those 
parties, and the music that was their 
unifying theme—almost as much as he 
enjoyed the financial success which 
made them possible. 

William Caslon not only designed 
very beautiful.typefaces that changed 
the course of British typographic his- 
tory; the father of the Caslon typeface 
was also a very wealthy man. He was a 
shrewd businessperson who made 
money quickly and easily. Also devoted 
to life’s gentler arts, Caslon loved litera- 
ture, drama, the fine art of conversa- 
tion, and above all—music. Once his 
financial success allowed him to do so, 
Caslon shared these many loves with 
friends and acquaintances. Throughout 
his life, Caslon was able to combine 
business and art, pragmatism and pas- 
sion (perhaps, to some degree, this 
explains why he married three times). 
Many artistic people are also successful 
in business, but few have been able to 
combine these seemingly diverse 
aspects of art and business with the ease 
and natural grace of William Caslon. 


Beautiful British Types 


set the benchmark for all future design 
in Britain. It has been said that, just as 
Shakespeare gave England a national 
theatre, William Caslon gave the coun- 
try a national typeface. 

Most type critics and historians con- 
tend that, given sufficient talent, it is 
relatively easy to create typefaces 
which are beautiful, but that it is an 
altogether more difficult task to pro- 
duce a type of high utilitarian value. 
Caslon was able to do both. For over 200 
years Caslon was the typeface of choice 
among printers and typographers. It 
was used to set virtually every form of 
printed material: from fine books to 


pany that made him wealthy. He built 
Englands first major typefounding 
business. One that was so successful, 
and so influential, that Caslon’s types 
were sold throughout Europe, and even- 
tually eclipsed in popularity all other 
designs from competitive foundries. 
Caslon’s acumen enabled him to build a 
business which permitted a comfort- 
able lifestyle and relaxed retirement 
filled with the things he loved: art, liter- 
ature, his many friends and good music. 
Like many famous type founders and 
designers, William Caslon did not begin 
his professional career in the typo- 
graphic arts. He was an accomplished 


Caslon’ art was typetace design. His 
types were immediately recognized as 
exceptionally beautiful communication 
tools. Typographers and printers 
throughout Europe unanimously 
praised his work and made the Caslon 
designs virtually overnight successes. 
What makes Caslon’s typefaces even 
more extraordinary is that they were 
not evolutionary designs based on the 
firm foundation of earlier work. Prior to 
Caslon, British typefounding and type 
design standards were at an all-time low. 
Typefounding was virtually a lost art 
and “new” faces that were released were 
not much more than poor copies of 
designs from other European countries. 
Caslon’s types sprang from barren 
(typographic) ground—a much more 
remarkable occurrence than beautiful 
designs produced in a friendly and 
nurturing environment. Caslon type 


high pressure advertising, to the most 
mundane ephemera. Everyone 
specified Caslon. It was a favorite of 
Benjamin Franklin; the American Con- 
stitution and Declaration of Indepen- 
dence were both first typeset in Caslon; 
George Bernard Shaw, the famous Irish 
playwright, insisted that all his works be 
set in Caslon. For generations, the 
motto among printers was “When in 
doubt, set it in Caslon” The Caslon style 
still holds the record for the type that 
has been copied, revived, reissued, and 
modified more than any other style. 


Caslon the Businessman 


Caslon’s typefaces made him famous, 
It was, however, his typefounding com- 


and prominent engraver before he pro- 
duced any type. Caslon specialized in 
engraving and personalizing gun bar- 
rels. By all accounts, he could have 
been as successful in this endeavor as 
he was at creating type. Early in his 
career his work was highly prized by 
many wealthy patrons. 

Engraving gun barrels would nor- 
mally not seem to be a prerequisite for 
designing one of the world’s most suc- 
cessful typefaces, yet there were many 
similarities between this craft and that 
of typeface design in the 18th century. 
Both demanded patience, artistic abil- 
ity, skill with engraving tools, and the 
steady hand of a surgeon. Caslon devel- 
oped these skills early; and by age 24 
had established his own, highly suc- 


Interior of the Caslon Type Foundry, 1750 
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cessful engraving business. In addition 
to this early profession, Caslon occa- 
sionally took on other small assign- 
ments, which also consistently aided in 
his training for typefounding. Silver 
casting provided him with the skill of 
working with small objects cast from 
molten metal, while the production of 
bookbinders’ stamps gave him addi- 
tional expertise in carving letters—in 
relief, instead of in an engraved form. 


Introduction to the 
World of Typography 


It was through these latter two crafts, in 
fact, that William Caslon was eventually 
introduced to the typographic arts. 
John Watts, a successful bookbinder, 
and William Bowyer, a noted British 
printer, became aware of Caslon’ artis- 
tic ability and engraving skills, and 
commissioned his services on several 
occasions. Watts provided Caslon with 
his first experience in type design by 
employing the young craftsman to do 
lettering and punch-cutting for a num- 
ber of his book covers. He also encour- 
aged Caslon to further pursue his 
letter-cutting ability, promising him 
personal support and introductions to 
many of the leading printers of the day. 

At about the same time, Bowyer saw, 
in a local bookshop, one of the books for 
which Caslon produced the cover 
engraving. He inquired as to who did the 
work and was eventually introduced to 
Caslon. The two men quickly became 
friends, and as a result Bowyer was 
delighted to take Caslon to a variety of 
printing offices; and on one occasion, a 
prominent London typefoundry. Caslon 
had never seen this part of the type 
business. After their return from the 
foundry, Bowyer asked Caslon if he felt 
that he could manage both the art and 
business of producing type. Caslon took 
a night to think the idea over; the next 
morning he embarked on a career path 
that was to change the course of typo- 
graphic history. 

William Caslon opened his fledgling 
typefounding business in a small garret 
with the help of loans from William 
Bowyer, John Watts, and James Bet- 
tenham, son-in-law to Bowyer, anda 
prominent London printer. At the out- 
set, Caslon’s new business succeeded 
primarily on the financial and moral 
support of his three patrons; Watts, 
Bowyer and Bettenham. But his prod- 
ucts were of remarkable quality, and in 
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afew months the foundry was able to 
stand on its own and compete with the 
best companies in the trade. Within a 
very short time Caslon’s natural ability 
in business and his exceptional talents 
in typefounding, turned the tiny garret- 
based venture into a thriving business. 


The First Big Job 


Either Bowyer and Watts provided their 
new investment with an excellent pub- 
lic relations program, or the 18th cen- 
tury type community had a grapevine 
that rivaled the current version, 
because no sooner had Caslon opened 
his doors for business than he received 
his first important commission. 

In 1720, the Society for Promoting 
Christian Knowledge decided to print 
aversion of the New Testament in 
Arabic for the Eastern Churches. They 
required a new font of Arabic type for 
the purpose, and Caslon, despite his 
lack of a history of producing such 
work, was selected for the task. Their 
decision could be considered especially 
odd since the Society was already in 
possession of an Arabic font from a long 
established British foundry. (Perhaps 
British Arabic types at the time were as 
obviously bad as British Roman types. ) 

The first typographic commission 
proved to be more fortunate than even 
Caslon would initially realize. After 
designing the Arabic type he produced a 
specimen sheet to encourage additional 
sales. In order to identify the source of 
the sheet, he also cut a few letters ina 
Roman type (just enough to show the 
words “William Caslon” as a byline). 
Perhaps to Caslon the cutting of these 
letters was a relatively insignificant act, 
but to those who saw the printed name 
it became one of the most important 
events in typographic history. 

Upon seeing the byline, one of 
England’s most respected typographic 
critics encouraged Caslon to develop a 
complete font based on the few letters 
in his name. The critic encouraged 
Caslon’s work, and provided enthusias- 
tic evaluations of the young designer's 
ability to influence British printers and 
typographers—until the foundries with 
which he had longstanding business 
relationships advised him to be a little 
more “careful” about whom he encour- 
aged. As a result he not only became 
less enthusiastic about Caslon’s new 
type, he even tried to discourage the 
novice typefounder from continuing 


work on the project. Caslon, confused 
and frustrated, turned to his good friend 
and patron, William Bowyer, for advice. 
Bowyer, of course, saw the same rare 
beauty and grace of letterform that 
impressed the type critic. He, in turn 
provided all the encouragement Caslon 
needed to complete the font. 


Caslon Copies 


The result was Caslon’s original roman, 
and the basis for all succeeding Caslon 


There he became interested in the 
revival of the original Caslon types and, 
although they had not been produced 
for some time, convinced the directors 
of the foundry to cast a complete set for 
him. When he returned to Philadelphia, 
he made electrotype matrices from 
these casts and reintroduced the face 
under the name “Old Style” 

The face had reasonable popularity, 
but certainly not of a “Helvetica” mag- 
nitude, until 1892 when it was used in 
the, then new, Vogue magazine. About 
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Tiss type face is cast also on the AMERICAN 
Point Line. The difference 1s entirely in 


the shortening of several of the descenders. 
Its catalogue name is CASLON NO. 540 and 
Caslon Italic No. 540. The sizes are from 
6 to 120 point in the roman and from 
6 to 96 point in the italic 


designs. Over the years, many replicas, 
re-cuttings, and attempted improve- 
ments of the original Caslon have been 
produced. 

Caslon’s types have not, however, 
maintained their favor continuously, 
but have passed through several stages 
of decline and revival. Although popular 
at the founding of America they fell into 
disuse about 1800, and had little or no 
further exposure for nearly 60 years. 
Then in 1858 Laurence Johnson, a 
prominent Philadelphia typefounder, 
visited Caslon Type Foundry in London. 


this same time, American Type Found- 
ers was formed out of 23 smaller busi- 
nesses, one being the Philadelphia 
foundry which imported the Caslon 
types many years previously. ATF 
renamed the designs Caslon 471, and 
made it part of its highly successful 
promotional program. 


What Goes Around, 
Comes Around 


This time the face enjoyed, once again, 
almost immediate popularity. Such that 


ATF Caslon No. 471 


x 3 


other designs based on the Caslon style 
were quickly produced to cash-in on the 
Caslon name. Within the next several 
years at least 20 different fonts, all bear- 
ing the Caslon name, were released and 
promoted to the American printers and 
typographers. By the time they pub- 
lished their famous 1923 specimen 
book, American Type Founders, alone, 
had over 12 different typeface families 
carrying the name Caslon. 

In 1916 Lanston Monotype intro- — 
duced a copy of Caslon No. 471 and 
called their version No. 337. Ludlow 
copied the same face and called it 
Caslon True-Cut. Other versions of 
Caslon are called New Caslon, Caslon 
137, American Caslon, Caslon Ad, 
Caslon No. 3, ITC Caslon No. 223 (a 
display face named after the street num- 
ber of the design studio where it was 
created), and its text companion ITC 
Caslon No. 224 (which carries the num- 
ber “224” only because it follows “223”). 


More Designs from 
the Master 


After the release of his first roman, 
Caslon cut a number of non-Latin and 
exotic fonts. A font of Coptic was the 
first to follow the roman. This face was 
also cut under the direction of Bowyer, 
whom Caslon repeatedly acknowledged 
as the master from whomi he learned 
his art. 

Shortly after the Coptic, Caslon 
produced a “black letter” which 
received special praise for its faithful 
following of the traditional Old English 
character first used by Wynkyn de 
Worde. He also cut an Armenian, an 
Etruscan, a Hebrew, and several other 
foreign language fonts. All were com- 
pleted before 1734, the year Caslon 
produced his foundry’ first specimen 
showing. This famous broadside is 
arranged in four columns and displays 
altogether 38 fonts. All, with the excep- 
tion of three cut by his son, are Caslon’s 
own handiwork and represent the untir- 
ing commitment of 14 years. The excep- 
tional quality and breadth of this work 
placed Caslon absolutely without rival 
at the head of his profession in England. 


Can Bad Type Produce 
a Good Font? 


The virtually instantaneous and long- 
lived success of the Caslon type was not 
due to coldly flawless perfection like 


that found in the work of Bodoni or 
Baskerville. In fact, the Caslon design 
has been berated by many critics, who 
have called it crude and inconsistent. 
But his goal was not to design beautiful 
letters; it was to create a beautiful font 
of type. Here, even his most ardent 
critics agree that talent, and mastery of 
the science of type design, had pro- 
duced letters that in any mass are 
vibrant examples of the typographic art; 
creating text copy that appears perfect 
in spite of the individuality of each 
letterform. Caslon’s types were able to 
produce that rare circumstance in 
which the total is something greater 
than the sum of its parts. 

From time to time Caslon’ ability to 
make money overpowered his talent to 
create beautiful type. On one such 
occasion, his desire to increase the size 
of his inventory almost caused him to 
not only jeopardize his business, but 
also to put the future of the Caslon types 
at risk. In 1728 one of four main London 
typefoundries was put up for sale. The 
foundry had been ineffectively man- 
aged, sold poor quality fonts, and was 
generally a prime example of the 
degraded state of the British typo- 
graphic industry. Caslon thought that 
he could purchase the business at much 
less than the asking price, and made a 
ridiculously low bid; much lower than 
the seller was willing to accept. 

The good news was (although cer- 
tainly Caslon did not think so at the 
time), the deal fell through. Had he 
been burdened by a large and essen- 
tially useless stock of matrices, they 
would almost inevitably have been 
mingled with his own beautiful work. 
The end result being a patchwork of 
dissimilar types in which the bad 
greatly outnumbered the good. 

Caslon had these flashes of acquisi- 
tion fever on other occasions: several 
times with results that yielded larger 
inventory. Fortunately his actual pur- 
chases were considerably smaller and 
more discerning than the deal that 
could have ruined his business and the 
Caslon type heritage. 


How It All Began 


William Caslon was born in the West 
Midland village of Cradley in England. 
His birth, in 1692, was recorded in the 
parish register as “child of George Cas- 
selon by Mary his wife” Tradition has it 
that the surname had originally been 


Caslona, after an Andalusian town from 
which William Caslon’s father migrated 
to England. 

Villagers in 17th century England 
were often brought into the trade of the 
area. Children learned their craft under 
apprenticeship contracts arranged by 
their parents. The process usually 
entailed a strictly disciplined seven- 
year learning program. First, as an 
indentured servant, then journeyman 
service until the young worker was 
invited to join the craft's guild. 


ABCD 


ABCDEFG 


ABCDEFGHI 


ABCDEFGHIJK 
ABCDEFGHIJKL 
ABCDEFGHIKLMN 


French Cannon. 


Quoufque tan- 
dem _ abutere, 
Catilina, pati- 
Quoufgue tandem 


ABCDE: 


was indentured not to a tradesman in 
his own town, but to Edward Cookes, a 
successful engraver living in London. 
The story is told that this unusual 
arrangement was made because the 
Headmaster at Caslon’s school saw raw 
talent in the boy and helped set up the 
indenture program with his daughters 
husband, Edward Cookes. 

Caslon was declared a “free man of 
London” in 1717, but continued to work 
for Cookes until he established his own 
business a year later. Even after leaving 


DouBLe Pica RoMAN, 
Quoufque tandem abutere, Cati- 
lina, patientia noftra ? quamdiu 
nos etiam furor ifte- tuus eludet ? 
uem ad finem fefe effrenata jac- 
ABCDEFGH JIKLMNOP 


Great Primer Roman. 
Quoufque tandem abutére, Catilina, pa- 
tientia noftra ? quamdiu - nos etiam fu- 
ror ifte tuus eludet? quem ad finem fe- 
fe effrenata jactabit audacia? nihilne te 
nocturnum prefidium palatii, nihil ur- 
bis vigilia, nihil timor populi, nihil con- 


ABCDEFGHIJKLMNOPQRS 


Encriisu Roman. 
Quoufque tandem abutére, Catilina, patientia 
noftra? quamdiu nos etiam furor ifte tuus eludet? 
quem ad finem fefe effrenata jactabit audacia ? 
nihilne te noéturnum prefidium palatii, nihil 
urbis vigiliz, nihil timor populi, nihil confen- 
fus bonorum omnium, nihil hic munitiffimus 
ABCDEFGHIJKLMNOPQRSTVUW 


Pica Roman. 
Melium, novis rebus ftudentem, manu fua occidit. 
Fuit, fuic ifta quondam in hac repub. virtus, ut viri 
fortes acrioribus fuppliciis civem perniciofum, quam 
acerbiffimum hoftem coércerent. Habemus enim fe- 
natufconfultum in te, Catilina, vehemens, & grave: 
non deeft reip. confilium, neque autoritas hujus or- 
dinis: nos, nos, dico aperte, confules defumus. De- 


ABCDEFGHIJKLMNOPQRSTVUWX 


William Caslon began his career 
under very similar circumstances. 
While his father was a shoemaker by 
trade, the area where Caslon was born 
was part of a rowing arms industry. 
Most of the metal parts were produced 
in Midland forges and then sent to Lon- 
don where they were assembled and 
joined to their wooden stocks. It was 
also in London that the engraving and 
trademark initials were crafted prior to 
the sale of the guns. 

Caslon$’ artistic talent probably dis- 


_ played itself early, because at age 13 he 


the employment of his teacher, Cookes 
and his family had a profound influence 
on Caslon’ early career. His first wife, 
Sarah Pearman, was Cooke’ niece; and 
the first employee of Caslon’s own firm 
was a nephew of Cookes. 


Learning the “Secret” Craft 


Caslon worked as an engraver for sev- 
eral years, building a successful busi- 
ness, before he learned the craft of 
typefounding, still a closely guarded 
secret in 18th century England. To pro- 


Partial showing of the first broadside specimen 
issued by William Caslon, 1734 
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duce type was to be involved in the 
spread of printing and book selling— 
trades dominated by government cen- 
sorship and imposed monopolies. Only 
50 or 60 years earlier, the Church and 
State had complete control of all British 
publishing. It was William Bowyer who 
provided Caslon with the opportunity to 
enter the profession that made him 
artistically renowned and financially 
successful. 

Caslon carried on business out of his 
first small foundry until 1727 when he 
moved to larger quarters on Iron Mon- 
ger Row. By 1730 his fame was such that 
many of the most important British 
printing houses were using his type. He 
even secured rights for the exclusive use 
of his fonts by the King’s Printers. 

In 1737 Caslon’s growing business 
forced him to move once again to larger 
space. This time to the now famous 
Chiswell Street Foundry. It was here 
that his son and succeeding generations 
of Caslon carried on the family business 
for over 120 years. 

By 1742, Caslon had printed his sec- 
ond specimen sheet. This one showed 
12 fonts created by his son, William 
Caslon II, who had just been made a 
partner in the business. Young Caslon 
proved to be as able as his father and 
soon managed enough of the firm’s day- 
to-day business to allow the senior 
Caslon to participate in more adminis- 
trative activities. . 

At 57, Caslon was appointed to Jus- 
tice of the Peace for Middlesex by King 
George II. This was a tribute to his stat- 
ure and importance to the British gov- 
ernment and prominence within his 
community. 

William Caslon, having lived to 
see the results of his ability as an artist 
and businessman, retired, universally 
respected, from active management of 
his company, free, and financially able 
to pursue his more artistic enjoyments. 

On January 23, 1766, at the age of 74, 
William Caslon died at his country 
house in Bethnal Green. 

Like the music of many of the musi- 
cians who performed in Caslon’s house, 
his work lives on. To be able to create 
beautiful works of art is one thing, to 
have these pieces of art be considered 
highly utilitarian tools is something 
else; and to have these beautiful, utili- 
tarian tools considered such, and used 
consistently for over 200 years is surely 
something quite remarkable. William 
Caslon made truly remarkable type. 
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Help 
Shape an 
merging 

World 


by Lee Sinoff 


In the early days of what historians call The Age of Kings, 
which followed the Renaissance, the year 1664 was one of 
C4 », dramatic changes in a stormy and turbulent world. 


It was a year filled with events of truly historic propor- 
tions, equally powerful forces of nature and numerous impor- 
~ tant developments in culture, science and geography — all 
converging in time’s grinding march forward. Charles II was sitting 
on the English throne. The Austrians had defeated the Turks at 
St. Gotthard, and the victorious Holy Roman Empire imposed the 
Truce of Vasvar on a vanquished Turkey. In the New World, after the 
surrender of the obstinate and dictatorial Dutch Director-General 
Peter Stuyvesant, the English “annexed” the prospering Dutch 
colony of New Amsterdam, from Connecticut to Delaware, and re- 
named the territory New York, in honor of James, the Duke of York. 


That same year, the Trappist Order was founded at La Trappe, ir 
Normandy, by Armand De Rance. Christopher Wren, the noted 
English architect, began designing the Sheldonian Theatrein _ 
Oxford; Thomas Willis wrote “Cerebri Anatome” on the human 
nervous system; large periwigs for men were introduced as a fashion 
statement of the day; the French horn became an orchestral instru- 
ment; and French furniture was the only thing to have in European 
palaces and castles. 


Late in the year of 1664, the Great Plague —the last and worst of a 
series of bubonic plagues which began in the 1300s 
—raged in London, killing 75,000 people 


over the next 12 months. 
And, in the German village of 

Kambach, near Mindelheim, on 

the 20th day of March, Johann 


Baptist Homann was born. 


Not much is known about his early 

life or adolescence in the German countryside. He 
attended the Jesuit school in Mindelheim, and then spent 
several years in monasteries there, because he wanted to 
enter the Dominican Order. He apparently became a Dominican 
monk but eventually left the order, moved to Nuremberg and 
became a Lutheran. To support himself, he colorized copper-etched 
engravings with oil paints. 


Johann married in 1690, at the age of 26. The following year, he 
became a notary and public scribe. At the same time, he continued to 
work at his painted copper engravings and began to engrave printing 
plates of text material, possibly the written legends which accompa- 
nied map printing. | 


The next year, in 1692, Johann Baptist Homann engraved his first 
map —from a drawing of the Nuremberg area by Christoph Scheurer. 
This early work had no shading or graduation in tones. It was sim- 
ilar to modern city maps, with locations onthe map arranged _ 

in cross-gridded, letter-coded quadrants for general orientation. 


According to a report by historians and cartography experts who 
examined this map years later, a city registry of Nuremberg build- 
ings was planned to accompany the map, but such a volume had 
never been found and apparently not preserved. However, in 1694, 
on the 300th anniversary of Herr Homman’s birthday, a pamphlet 
published as part of an exhibit celebrating his cartography achieve- 
ments, and staged in the City Library & Archive of Nuremberg, 
states that the City Library does have copies of this map’s building 
registry, including various editions, as well as the map itself — which 
was printed on fabric in two editions. City records of November oth, 
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1693, at the time the map was produced, indicate that the 
Nuremberg council questioned‘who had commissioned 
Johann's map even though he did get paid for making 
changes to the copper printing plate for the Nuremberg 
map, and received eight gulden for his efforts— which was 
probably a sizable amount in that day. 

Homann's work in Nuremberg as an engraver 
of map printing plates was interrupted abruptly. The edict 
of the city council questioning his map assignment cast 
suspicion on his integrity, 

He was arrested once, wavered between his 
Lutheran and Catholic faith and secretly left his wife and 
child in Nuremberg in 1693 to become a Dominican in 
Vienna. For the next several years, Homann led an unsta- 
ble, wandering life. 

During this period of personal turbulence, Johann 
completed his first detailed work in map etching, From 
mid-1696 to late 1697, he produced 34 individual maps for 
Christoph Cellarius’ “ Notitia Orbis Antiqui,’ and fol- 
lowed that with a major part of the maps used in Heinrich 
Scherer’s “Atlas Novus... Augsburg, 1703-1710: 

Homann also prepared copper plates for maps in 
Heinrich Ursinus’ “Arboretum Biblicum... Nuremberg, 
1699,’ and provided etchings for a book on calligraphy and 
the art of maps by Jakob Sandrart and David Funck in 
the same period. 

The great Dutch publishing houses dominated 
the map market internationally during the 16th and first 
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half of the 17th century. Political conditions in the world 
then presented obstacles which slowed progress in economic 
and scientific development, but cartography, as most other 
sciences at the close of the 17th century, stumbled forward 
nevertheless. 

Progress in cartography and map technology was 
being made, but slowly. An atlas of French national terri- 
tory was published in 1619, and the same French publisher 
later produced a medium-scale map of France itself. 

The latter work’s hydrography was quite detailed, 
but the map's relief detail was poorly presented. However, 
the map went through four editions and remained the stan- 
dard of the day until it was outdated as a result of the work 
of an Italian astronomer, Giovannni Domenico Cassini 
(1625-1712). 

Real progress in cartography began with the work 
of Nicola Sanson and his three sons. A man of wide inter- 
ests, including studies of science and antiquities, Sanson 
had been influenced by the French mathematician and 
philosopher René Descartes, who believed in the personal- 
ity of mathematical exactitude in metaphysical reasoning. 

Sanson applied Descartes’ approach to mathe- 
matical exactitude in his own work, and is known as the 
inventor of the sinusoidal projection—a way of illustrating a 
map so that it projects the entire surface of the earth with 
all parallels as straight lines evenly spaced, the central meri- 
dian as one half the length of the equator and all other 


meridians as curved lines. 


He earned a wide reputation for his maps, and his 
style was extensively copied, particularly in England. It was 
through Sanson’s maps that the discoveries of Champlain 
and other French explorers in North America became 
generally known. 

As in other countries throughout the world in 
the 16th and 17th centuries, the map market in Germany 
was dominated by the Amsterdam-based map publishing 
houses; that is, until their decline. In 1702, when he was 
38 years old, Johann Baptist Homann opened his own map 
engraving office and publishing house in Nuremberg. After 
five years, he published his first atlas, with 40 maps he 
had etched himself. Five years after that, in 1712, Homann's 
atlas of countries in the world was enlarged to 100 maps. 

In 1716, Johann’s greatest work up to that time, 

“Grosse Atlas Uber Die Ganze Welt” (The Atlas of the 
Whole World) was introduced. Three years later, at the 
age of 55, he published the “Atlas Methodicus,’ a school 
atlas, at the suggestion of the head of the - 
school system in Hamburg. 


New York Public Library, Rare Map Collection 


At the time of his death in 1724, more than 200 
separate maps had been etched by Johann Baptist Homann 
and published by his establishment. 

Astronomer J. G. Doppelmayer helped keep 
abreast of contemporary progress in scientific discoveries 
and its impact on cartographic knowledge of the day. 

The result of their collaboration, and the most important 

work ever produced by Johann Baptist Homann, was the 
“Basic Geography and Current Astronomy,’ a world map 

in two hemispheres, with the coordinates of all known 

countries and reference points at that time in the world, 

accurately determined through the application of astro- 

nomical precision. 
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Mathematical renderings 
of the globe in quadrants 
aligned on the equator. 1753. 


City of Paris and sur- 


rounding area. Undated. 
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This map, which was eventually published in 
1733—nine years after Homann’s death—was a landmark 
in 18th century cartography. It included 140 places in the 
world, positioned exactly according to astronomical find- 
ings and precision, 

After his death, his heirs continued to publish his 
maps and the company flourished. The largest work pub- : 
lished by the firm, “Atlas Homannianus,’ was produced 
in 1742 with 300 individual maps, many of them revised 
versions of work originally done by Johann himself. 

During his later life, Johann Baptist Homann’s 
work was honored by people inside Germany as well as out, 
At the time of his death in Nuremberg on July 1, 1724, he 
had been appointed the Imperial Geographer for the Holy 
Roman Empire by Kaiser Karl VI, was a member of the 
Prussian Academy of Science and named an Imperial 

“Moscow Agent” by the Czar Peter Alexejwitsch. 

In addition to the extensive body of work pro- 
duced by Herr Homann in cartography, he also engraved 
distinctive portraits of many well-known people of the day, 
including one of Czar Alexi Michailowitsch and one of 
Czar Michael Fjodorowitsch. 

Obviously a clever man with his hands, he also 
produced small globes, so-called “geographical watches,’ 
and mechanical artifacts. 

His son Johann Christoph Homann directed the 

publishing house until he died in 1730, followed by Johann 

Michael Franz, a gifted friend of the elder Homann anda 
medical doctor who later was named a professor at the 
Gottingen university. 

Homann's publishing house, known at this 
time as Homann’s Heirs, remained in the map pub- 
lishing business until 18.48, following the death of the 

last owner. 


Lee Sinoff is an advertising and public relations executive 

with Communications Associates, his own firm in 
Miami, Florida, and a partner in Lambeth & Nagle 
Communications. Sinoff is a self-described “ profes- 

sional daydreamer and practicing wordsmith,’ 


Great Britain including 
Scotland and Hibernia. 
Date illegible. 
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Background information from: 


Dr. Gunter Buchstab 
Vereinigung zur Erforschung der Neuren Geschichte e.V. 
Bonn, Federal Republic of Germany 


General map of the 
Americas. 1746. 


Gertraude Benohr, Secretary General 

Gutenberg- Gesleeschaft Internationale Vereinigung 
fur Geschichte und Gegenwart der Druckkunst e.V. 
Mainz, Federal Republic of Germany 


/ 


Professor Dr. H. Stehkamper 

Gesamtverein de Deutschen und Altertumsvereine der 
Vorsitzende 

Cologne, Federal Republic of Germany 


Dr. Hermann Rumschottel 
Verein Deutscher Archivare 


Munich, Federal Republic of Germany 


Professor Dr. Rudolf Vierhaus 

Max-Planck Institut fur Geschichte, Verband der 
Historiker Deutschlands 

Gottingen, Federal Republic of Germany 


The Consulate General of the Federal Republic of 
Germany 


ze 


Aspecial thank you to Mrs. Eva Conrad, who translated 
several articles for this story. 


Patrick E. Dempsey, Senior Reference Librarian 2 ot ieee = f 
Geography & Map Division, Washington, D.C. 
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Introducing 


Polyphonic 
Benoit Jacques, 
Pranks, 


a chameleon/illustrator 


Puns and 


who can suit his style 


Parodies 


to any occasion. 


Recently we receivedatanta- 
lizing little package in the mail. It was crudely _ 
wrapped in corrugated board withafrenetic = 
music score scrawled acrossit.Eventhe mail- 


_inglabel—alittle square ofpapertornfroma = 


piece of sheet music—had an urgency to it) 
was impossible to put off opening it. 
Inside we found alittle 6 x 
notebook, containing page after page of mus 
cal scores, which the author wanted us to con- 
sider for possible publication in USIc.For 
someone who still recalls the notes of a scale 
by reciting Every Good Boy Does Fine, | was 
immediately intimidated by the frenzied com- 
plexity ofthe pages. Butacloserlookassured 
me I had nothing to fear. The compositions _ 
turned out to bea series of musi 
cal pranks, puns and parodies. — 
The gifted and witty | 
“composer,” illustrator Benoit 
Jacques, confessed thathe _ 
cannot read music either, - 
butitdoes notdeterhim 
from playing flamenco gui- | 
_ tar, nor from running © 
amuck through the art and 
| music world for humorous — 
material. In a composi- 
tion entitled “Marche? 
_the staff and notes" 
meanderaroundthe _ 
_ page in marching band 
formation. His paro 
of Eine Kleine Nacht 
_ musik (A Little Night — 
Music)isprintedin _ 


magetoAlexan- 
ike mobiles on the — 
And he izes chamber music with a 
drawing of a nude in a bes oom « O- 
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rated with music notation. His wit and humor 
run rampant through the pages, as you can see 
from those reproduced here. 

But we would be doing hima 
disservice if we left you with the notion that this 
is the limit of his illustration style. Benoit Jac- 
ques is a young man who has lived around... 
worked around...and been influenced bya 
number of titans in the graphics world. 

He was born in Belgium in 
1958, studied drawing in the Fine Art Academy 
in Brussels for three years and went on to study 


visual communication in college. Upon gradua- . 


tion in 1979, he was encouraged by his mentors 
to travel abroad, which he did. Late in 1979 he 
arrived in London and got a job at Pentagram 
working for Mervyn Kurlansky and Alan 
Fletcher. In 1981, with two years of experience 
under his belt, he traveled to the United States 
and worked for R.O. Blechman. His stay in the 
United States was cut short because of his man- 
datory tour of duty with the army in Belgium, 
but in 1983 he returned to London and started 
his solo career as a designer/illustrator. By 1985 
he dropped the “designer” from his title and 
turned all his attention to illustration. 

It was bound to happen. Draw- 
ing and painting are as natural to him as breath- 
ing. Jacques can't keep his hands offa pencil. 
Wherever he goes...whatever the occasion... 
he’s constantly recording the scene. During his 


stay in New York City in 1981, he delineated every 


water tower within his visible radius. At an AGI 
conference in Gargonza, Italy, in the 1970s, he 
trailed his graphic heros through meetings, 
meals, shopping, strolling; and commited it 
all to paper. 
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What is remark- 
able about Jacques’ work is that 
no set of illustrations bears any 
resemblance to another. He has 
no allegiance to any style or 
medium. To be fluent in a range of 
expressions is his philosophy and 
his forte. He uses pencils, pen 
and ink, watercolor, oils, collages, 
and sometimes a mixture of tech- 
niques. He can be humorous, 
weighty, economical or complex. 


a His main concern is to suit the 


illustration to the subject. You 

would be hard put to recognize his meticulous 
oil portraits if you judge him by the undis- 
ciplined goings-on in these pages. 

Benoit Jacques has published 
a number of promotional books demonstrating 
his varied styles and techniques. But in a little 
green book, measuring a mere 3'/2 x 5, he has 
composed the most compact, comprehensive 
portfolio we've seen to date. In 12 little pages 
with 12 illustrations, he manages to present the 
entire range of his philosophy, his illustration 
techniques and his styles so far. (He never 
closes the book on new experiments.) 

His little green book, Benoit 
Jacques Illustrates, his music book, Play It By 
Ear, his AGI conference book and his sketch- 
book of New York Water Towers have all been 
printed in limited editions. Anyone interested 
in one or more of his publications may address 
inquiries to Benoit Jacques at 95 Hanover 
Road, London NW 10 3DL. 

Who knows—by the time 
this story is in print he may spring yet another 
surprise on us. M.M. 
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A Call for Entries: 


Drive Smart, Drive Sober, the theme 
for this year’s Herb Lubalin International 
Student Design Competition comes from 


the words of Lara Dhingra of Wilmington, 


Delaware, whose 1989 essay received 
first prize (grades 10-12) in the annual 
Nationwide Poster/Essay Contest spon- 
sored by Mothers Against Drunk Driving 
and National Car Rental System, Inc. 

Mothers Against Drunk Driving 
(MADD) is a non-profit corporation that 
‘was founded in the United States in 1980, 
Ithas grown to include nearly 400 chap- 
ters in 48 states and four foreign coun- 
tries. In addition to providing support 
and services for victims of automobile 
crashes involving alcohol and other 
drugs, MADD's mission statement reads 

“Mothers Against Drunk Driving mobilizes 
victims and their allies to establish the 
public conviction that impaired driving 
is unacceptable and criminal, in order to 
promote corresponding public policies, 
programs and personal accountability.” 

Drive Smart, Drive Sober is the sixth 
annual Herb Lubalin International Stu- 
dent Design Competition sponsored by 
International Typeface Corporation. The 
competition was established in 1984 to 
honor and perpetuate the memory of 
Herb Lubalin, internationally famed 
graphic designer, a founder and princi- 
pal of ITC, editor of U&lc, teacher and 
concerned citizen of the world. 

Students throughout the world are 
invited to submit their visual interpreta- 
tions of the Drive Smart, Drive Sober 
text. The jury will evaluate each entry 
for quality of the concept as well as 
for excellence in design and the use 


of typography. 


Who can enter? 

Undergraduate, graduate or special stu- 
dents of bona fide art or graphic design 
schools or departments any place in the 
world. Employees (and their families) of 
Esselte AB and its subsidiaries are not eli- 
gible to participate. 


The jury: 

Saul Bass 

Rolf Harder 
Michael Peters 
Michael Vanderbyl 
Jessica Weber 


Prizes: 

First Prize: The Herb Lubalin Medal 
and $5,000. 

Second Prize: $2,500. 

Eight Third Prizes: $500 each. 

Certificates will be issued for all 
pieces selected for inclusion in the exhi- 
bition which will be held in the ITC Center 
in New York, in the Fall of 1990. Aselection 
of the winning pieces will be featured 
in a future issue of U&lc. 


School certification: 

Each entrant must submit a note from the 
school on the school's letterhead certify- 
ing that the entrant is a student. 


Entry/hanging fees: None. 


Format: 

Format is at the artist/designer’s choice— 
an advertisement, booklet, poster, blot- 
ter game, sculpture, three-dimensional 
piece, or 35mm color slides or reproduc- 
tion quality photographic prints of them 
—all are acceptable so long as the man- 
datory copy is included. Entries larger 
than 3’ X 4’ (.915 by 1.22m) or heavier 
than 15 Ibs. (6.8 kg) are not acceptable, 
but 35mm color slides or photographic 
prints of them will be accepted, as will 
VHS (NTSC format) video and 16mm 
film. Photographic entries should be shot 
against a black background. Typeset, 
calligraphic, and handlettered reading 
matter are all acceptable. All entries 
must be able to withstand handling by 
exhibit personnel, jurors, and press 
photographers. 


Copy: 

The copy that appears between the 
rules below including the headline, 
signature, and reprint permission state- 
ment must appear in each piece submit- 
ted. The copy may be set in English or a 
language of the designer's choice. 


Drive Smart, Drive Sober. 


...It can all be over in a second. It 
takes one foolish decision that was 
avoidable: drinking and driving.... 
When (an intoxicated person) gets 
behind the wheel of a car or allows 
another impaired person to drive, he is 
playing a deadly game with chance. A 
game which you win if you’re still alive 
when you get home. Intoxicated per- 
sons endanger themselves as well as 
...Innocent people. Drinking doesn’t 
free you from your responsibilities. It 
augments them. Before drinking and 
driving, (people) should consider 
their readiness for the responsibility 
of harming someone. The world has 
unlimited possibilities. ... Avoid the 
path to destruction, drive smart, 

drive sober. 


Lara Dhingra, Age 15. 


Reprinted with permission from 
Mothers Against Drunk Driving. 


Entry Form. Please print or type neatly. 


Name of entrant 


Entrant’s complete home mailing address 


Entrant's home phone number 


Medium (ink, silk screen, etc.) 


Size 


Typeface 


School 


Instructor 


School's complete mailing address 


Attach at this edge only. Form will be removed prior to the judging. 


Artist/designer releases: 

Artwork submitted to this competition 
cannot be returned, Students should 
make copies of their entries if they want 
arecord of them. By submitting work, 
you are granting permission for ITC to 
use the art for publication in U&lc and for 
publicity for the exhibition. The artist/ 
designer will receive proper credit for 
any piece that is reproduced. 


Deadline for entries: 
All entries must be received by May 18, 
1990, 


Entry form: 

Please attach a copy ofthe entry form to 
the back of each submission. Attach the 
bottom edge of the form only, as it will be 
removed by ITC prior to judging. Entry 
forms otherwise affixed cannot be 
processed. 


Where to send your entry: 


Drive Smart, Drive Sober, 
ITC Center 

2 Hammarskjold Plaza, 
New York, NY 10017 USA 


Mailing/shipping: 

Costs to be borne by entrant. Please use 
protective mailers to ensure that artwork 
does not arrive damaged. Airport deliv- 
eries will not be accepted. 


Postage/customs requirements: 
Please be sure the postage is adequate 
and that your package has the proper 
customs information and forms so that it 
will leave your country and be properly 
received in the United States. The phrase 

“Material for Contest. No Commercial 
Value” on the package normally will 
expedite it through customs. 


HAVE YOU: 

Included the required text in your 
submission? 

Completed entire entry form? 
Affixed entry form at bottom edge 
only? 

Enclosed proof of student status on 
school letterhead? 


DRIVE SMART, DRIVE SOBER 


Einladung zum Wettbewerb 


Fahren Sie gescheit, fahren Sie 
nuchtern, das Thema des diesjahrigen 
internationalen Herb-Lubalin-Studen- 
ten-Entwurtswettbewerbs, stammt von 
Lara Dhingra aus Wilmington, Dela- 
ware, deren Aufsatz 1989 den ersten Preis 
(Klassen 10-12) in einem jahrlich in den 
USA abgehaltenen Plakat- und Auf- 
satzwettbewerb einholte. Dieser Wettbe- 
werb steht unter der Schirmherrschatt 
von Mothers Against Drunk Driving 
(Mutter gegen das Fahren unter Alkohol- 
einflu8) und National Car Rental Sys- 
tems, Inc. 

Mothers Against Drunk Driving 
(MADD) ist eine 1980 in den Vereinigten 
Staaten gegrundete gemeinnutzige 
Vereinigung. Sie ist seither auf nahezu 
400 Ortsgruppen in 48 amerikanischen 
Staaten und vier anderen Landern 
angewachsen. MADD gewahrt Hilfe und 
Dienstleistungen fur Opfer von Automo- 
bilunfdallen, die durch Alkohol- oder 
Drogeneinflu8 verursacht wurden. 
Daruber hinaus besagen die Satzungen 
dieser Organisation: “Mothers Against 
Drunk Driving mobilisiert Unfallopfer 
und andere Betroffene dazu, die 
Offentlichkeit davon zu Uberzeugen, 
da Fahren unter Alkoholeinflu8 in 
unserer Gesellschaft unannehmbar und 
gesetzeswidrig ist, um so entsprechende 
Regierungsmanahmen und Erzie- 
hungsprogramme, die der Erhohung 
des personlichen Verantwortungs- 
gefuhls dienen, herbeizufuhren’ 

Fahren Sie gescheit, fahren Sie 
nuchtern, ist der sechste jahrliche Herb- 
Lubalin-Studentendesignwettbewerb 
unter der Schirmherrschatt der Interna- 
tional Typeface Corporation. Dieser 
Wettbewerb wurde 1984 begonnen zum 
Gedachtnis an Herb Lubalin, den inter- 
national bekannten Gratikdesigner, 
Mitbegrunder und Vorstandsmitglied 
von ITC, Lehrer und besorgten Welt- 
burger. 

Studierende in aller Welt werden 
hiermit eingeladen, ihre visuelle Inter- 
pretation des Textes von Fahren Sie 
gescheit, fahren Sie. nuchtern einzusen- 
den. Die Jury wird jede einzelne Einsen- 
dung auf Konzeptqualitat, sowohl 
als auch auf Gute des Gesamtentwurts 
und der typografischen Gestaltung 
bewerten. 


Wer kan teilnehmen? 

Studenten an Kunstakademien oder 
Hochschulen mit Abteilungen fur grati- 
sche Gestaltung in aller Welt. Angestellte 
(sowie deren Familien) von Esselte AB 
und deren Tochtergesellschatten sind 
nicht zur Teilnahme berechtigt. 


Die Jury 

Saul Bass 

Rolf Harder 
Michael Peters 
Michael Vanderbyl 
Jessica Weber 


Preise 

Erster Preis: die Herb-Lubalin-Medallie 
und $5000. 

Zweiter Preis: $2500. 

Acht dritte Preise von je $500, 

Fur jede Arbeit, die fur die Ausstel- 
lung im ITC Center in New York im Herbst 
1990 auserwahlt worden ist, wird eine 
Urkunde ausgestellt. Au8erdem wird 
eine Auswahl von angenommenen 
Arbeiten in einer zukunftigen Ausgabe 
von U&lc veroffentlicht werden. 


Beglaubigung der Schule 

Jeder Teilnehmer muB eine Bescheini- 
gung auf dem Briefkopf seiner Lehran- 
stalt vorlegen zur Bestatigung, da& der 
Teilnehmer Student ist. 


Format der Einsendungen 
Die Art des Entwurfs steht der 
Teilnehmer frei. Anzeigen, Broschuren, 
Plakate, Werbezettel, Spiele, Skulpturen, 
dreidimensionale Entwurte, Farbdias 
(35 mm.) oder reproduktionsfahige 
Fotografien werden samtlich angenom- 
men, solange sie den vorgeschriebenen 
Text enthalten. Arbeiten, die groBer sind 
als 915 x 1220 mm (3' x 4') oder schwe- 
rer als 6,8 kg (15 lbs.) konnen nicht 
akzeptiert werden. Diapositive (35 mm), 
druckreife Fotografien, 16-mm Filme 
oder VHS-Videokassetten im NTSC For- 

_ matsind jedoch akzeptabel. 

Fotografien mussen einen schwar- 

zen Hintergrund aufweisen. Gesetzte, 
kalligrafische oder handgeschriebene 
Texte sind zugelassen. Alle Einsen- 
dungen mussen haufigem Anfassen und 
Herumreichen durch Ausstellungsper- 
sonal, Preisrichter und Pressefotografen 
standhalten konnen. 


Name des Teilnehmers 


Teilnahmeformular/Bitte mit Maschine oder in klarer Druckschrift schreiben 


Text 

Das Zitat, das in der unten/gegenuber 
erscheinenden Umrandung abgedruckt 
ist, einschlieBlich Uberschrift und Nach- 
druckerlaubnis, mu8 auf allen einge- 
reichten Arbeiten erscheinen. Der Text 
kann in Englisch oder in jeglicher vom 
Entwerfer gewahlten Sprache gesetzt 
oder geschrieben werden. 


Fahren Sie gescheit, fahren Sie 
nichtern! 


..._InSekundenschnelle kann alles 
vorbei sein. Sie brauchen nur eine 
térichte Entscheidung zutreffen, die 
durchaus vermeidbar ist: zu trinken 
und autozufahren... Wenn Sie im 
betrunkenen Zustand hinter dem 
Steuer sitzen, oder wenn Sie einem 
anderen unter AlkoholeinfluB& stehen- 
den Menschen das Fahren erlauben, 
treiben Sie ein tédliches Spiel. Als 
Betrunkener gefahrden Sie nicht nur 
Ihre eigene Person, sondern auch 
unschuldige andere Menschen. 
Trinken nimmt Ihnen nicht die 
Verantwortung, sondern es vergréBert 
sie. Bevor Sie zuviel trinken und dann 
autofahren, sollten Sie sich Ihrer 
Verantwortung bewuBt sein im Falle, 
daB Sie jemand verletzen. Die ganze 
Welt steht Ihnen offen...vermeiden Sie 
den Pfad zur Vernichtung. Fahren Sie 
gescheit, fahren Sie niichtern! 


Lara Dhingra, 15 Jahre alt 


Abgedruckt mit Erlaubnis der Moth- 
ers Against Drunk Driving 


Vollstandige Postanschrift 


Telefon Nr. 


Medium (Tusche, Siebdruck, Gouache, Bleistift. usw.) 


Grofe der Einsendung 


Schrift 


Lehranstalt 


Professor 


Genaue Anschrift der Lehranstalt 


Nur an dieser Seite befestigen. Formular wird vor der Jurierung entfernt. 


Freigabe durch den Kunstler 

Fur diesen Wettbewerb vorgelegte 
kunstlerische Entwurfe kénnen nicht 
zuruckgesandt werden. Wer einen 
Nachweis dafur braucht, sollte eine 
Kopie davon anfertigen. Durch die 
Vorlage Ihrer Arbeit geben Sie ITC die 
Erlaubnis, diese in U&lc zu veroffentli- 
chen und zur Werbung fur die Ausstel- 
lung zu benutzen. Fur jedes Stuck, das 
reproduziert wird, wird der Designer/ 
kunstlerische Gestalter ordnungsgemas 
namentlich erwahnt. 


Annahmeschlu& 
Alle Einsendungen mussen bis zum 18, 
Mai 1990 eingegangen sein. 


Wettbewerbsformular 

Bitte befestigen Sie eine Kopie des 
Teilnahmeformulars an der Ruckseite 
jeder Einsendung. Befestigen Sie 
lediglich den unterern Rand des Formu- 
lars, da dieses vor der Jurierung von ITC 
entfernt werden wird. Teilnahmeformu- 
lare, die anderweitig befestigt sind, 
konnen nicht abgefertigt werden. 


Anschrift fur Einsendungen 
Drive Smart, Drive Sober 

ITC Center 

2 Hammarskjold Plaza 

New York, NY 10017, USA 


Versand 

Die Kosten des Versands sind vom Wett- 
bewerbsteilnehmer zu tragen. Bitte 
sichere Verpackung benutzen, so daB 
die Arbeiten beim Transport nicht 
beschddigt werden. Am Flughafen 
ausgelieferte Einsendungen werden 
nicht angenommen. 


Porto/Zollvorschriften 
Bitte achten Sie darauf, daB die Einsen- 
dungen mit genugend Porto und den 
erforderlichen Zollformularen versehen 
sind, damit sowohl beim Versand als 
auch beim Eintreffen in den USA keine 
Schwierigkeiten entstehen. Die Aufschrift 
“Material for Contest. No Commercial 
Value” ist normalerweise fur die Erfor- 
dernisse der hiesigen Zollbehorden 
ausreichend. 


Den verlangten Text in ihrer 
Einsendung inbegriffen? 

Das Teilnahmeformular 
volilstandig ausgefillt? 

Letzteres nur an der rechten Seite 
befestigt? 

Eine Bescheinigung Ihrer 
Lehranstalt beigeftigt, die besagt, 
daB Sie Stundent sind? 


FAHREN SIE GESCHEIT, FAHREN SIE NUCHTERN! 


Une invitation a participer: 


Boire ou conduire. Tel est le theme, 
cette année, de la Herb Lubalin Interna- 
tional Student Design Competition. Il est 
emprunté a Lara Dhingra, de 
Wilmington, Delaware. C’est elle quia 
gagne, en 1989, le premier prix du con- 
cours de la meilleure Affiche/Texte 
organisé chaque année aux Etats-Unis 
par Mothers Against Drunk Driving et 
par National Car Rental System, Inc. 
(Association des Meres contre l'alcool 
auvolant et celle des Agents de 
location de voitures), 

Mothers Against Drunk Driving 
(MADD) est une association sans but 
lucratif fondée aux E.U. en 1980. Elle 
compte a présent 400 antennes dans 48 
états et quatre pays étrangers. Elle préte 
aide et assistance aux victimes des acci- 
dents de la route attribuables a 1a bois- 
son ou ala drogue. Son but déclaré est le 
suivant: “Mothers Against Drunk Driving 
mobilisent les victimes et leurs partisans 
en vue de convaincre les masses que 
Yalcool au volant est révoltant et 
criminel; en vue aussi de susciter des 
législations appropriees, des cam- 
pagnes de dissuasion et un sens des 
responsabilités personnelles’’ 

Boire ou conduire est le sixieme 
concours annuel Herb Lubalin Interna- 
tional Student Design Competition spon- 
sorisé par l'International Typeface 
Corporation. Ce concours fut cree en 
1984 pour célébrer et perpetuer la 
meémoire d'Herb Lubalin, graphiste de 
reputation internationale, fondateur et 
directeur de ITC, de U&Ic, enseignant et 
citoyen du monde. 

Tous les étudiants du monde sont 
invités a proposer leurs interpretations 
visuelles de Boire ou conduire. Le jury 
appréciera dans tous les projets la 
qualité de la conception, l’excellence 
de la présentation et les merites de la 
typographie. 


Qui peut participer? 

Les étudiants, les diplomés ou boursiers 
des écoles ou sections d'art reconnues, 

nimporte ou dans le monde. Les mem- 
bres du personnel (et leurs familles) de 
Esselte AB et de ses filiales sont exclus. 


Le jury: 

Saul Bass 

Rolf Harder 
Michael Peters 
Michael Vanderbyl 
Jessica Weber 


Prix: 
Premier prix: la médaille Herb 

Lubalin et $5,000 
Deuxiéme prix: $2.500 
Huit troisiemes prix: $500 chacun. 

Des certificats seront attribués pour 
chacun des projets qui aura ete retenu 
pour figurer dans l'exposition qui se 
tiendra au Centre ITC 4 New York, en 
automne 1990. Une sélection parmi les 
projets couronnés sera reproduite dans 
unnumero spécial d'U&lc. 


Attestation de l’école: 

Chaque participant est tenu de fournir 
une attestation sur papier a entéte de 
l'école ot il fait ses études. 


Présentation: 

La présentation du projet est laissée au 
choix des participants: annonce, bro- 
chure, poster, sous-main, jeu, sculpture, 
objet a trois dimensions, diapositive en 
couleur 35 mm ou photo en couleur de 
qualité, pourvu que le texte impose y 
figure. Les pieces depassant 0915 x 1,220 
m. et 6,8 kilos ne peuvent nous étre 
envoyées autrement que sous forme de 
diapositives, de photos couleurs, de 
vidéo VHS ou de film 16 mm. Les photos 
seront faites sur fond noir. Les composi- 
tions en caractéres imprimeés, en callig- 
raphie ou en lettres transfert sont 
également accepteées. Tous les envois 
doivent pouvoir résister aux manipula- 
tions du personnel d’expédition, du jury 
et des photographes de presse. 


Texte impose: 

Le texte, le titre, la signature, et le droit de 
reproduction quifigurent dans l’enca- 
dré (au bas de la page d’en face) doi- 
vent apparaitre dans tout envoi. I] peut 
étre composé en anglais ou tout autre 
langue au choix du dessinateur. 


_ Boire ou conduire. 


...C’estl’affaire d’une seconde, le 
temps d’une décision idiote et par- 
faitement évitable: celle de boire alors 
qu’on doit conduire. S’installer au 
volant quand on a bu ou laisser con- 
duire quelqu’un qui a bu, c’est provo- 
quer le destin. Et alors, on n’est plus 
sur de rien, tant qu’on n’est pas rentré 
chez soi, sain et sauf. Lorsqu’on a bu, 
on est un danger. Pour soi-méme et 
pour les autres. La boisson n’est pas 
une excuse. C’est une circonstance 
aggravante. Avant de boire et de con- 
duire, songez a vos responsabilités en 
cas d’accident. La vie est si belle... 
N’allez pas la détruire. Il faut choisir: 
boire ou conduire. 


Lara Dhingra, 15 ans. 


Reproduit avec la permission de 
Mothers Against Drunk Driving. 


Bulletin de participation. A taper ou a écrire en caracteres d’imprimerie. 


Nom et prénoms du participant 


Adresse privée et complete du participant 


Téléphone prive du participant 


Technique utilisé¢e (encre, silkscreen, gouache, crayon, etc.) 


Dimensions ou format de la piece 


Caractere employe 


Ecole 


Professeur 


Adresse complete de l’ecole 


A fixer de ce coté seulement. Ce bulletin sera détache avant le passage du jury. 


BOIRE OU CONDUIRE 


Cession de droits: 

Les envois ne seront pas retournes. Les 
étudiants qui veulent en conserver 

la trace doivent en prendre copie. En 
nous adressant vos projets, vous donnez 
a ITC le droit de les publier dans U&lc et 
dans la publicité pour l’exposition. Toute 
reproduction sera accompagnée du 
nom de son auteur. 


Date limite: 
Tous les envois devront nous étre parve- 
nus avant le 18 mai 1990. 


Bulletin de participation: 

Veuillez joindre une copie du bulletin de 
participation au dos de tout envoi. Priere 
d’‘attacher le bulletin par la marge infé- 
rieure, car nous le détachons avant le 
passage du jury. Toute autre fixation est 
inutilisable. 


Adresse: 

Drive Smart, Drive Sober 
ITC Center 

2 Hammarskjold Plaza 
New York, NY 10017, USA 


Expédition: 

Les frais de port sont 4 charge de l’expé- 
diteur. Veuillez a un bon conditionne- 
ment afin que vos envois nous parvien- 
nent en bon état. Les “bureaux restants” 
ne seront pas retirés a l'aéroport. 


Douanes: 

Veillez a affranchir correctement vos 
envois et Gd remplir toutes les formalités 
douanieéres afin qu’'ils puissent bien 
quitter votre pays et entrer aux Etats- 
Unis. La formule “Material for contest. No 
commercial value’ inscrite sur l’envoi 
facilitera les opérations douanieéres. 


RIEN OUBLIE? 

Le texte composé est bien 

celui que vous avez utilisé? 

Le bulletin de participation 

est bien rempli? 

ll est bien attache par la marge 
inférieure uniquement? 

La lettre a entéte de votre école? 


ae 


he note designer Lisa Robins sent along with this alphabet 
was almost an apology. She hoped that she was not “violating 

any rules, ethical or legal,” as her alphabet was derived from 

two existing typefaces—Baby Teeth and Caslon 471 Italic. “I 

am a recent graduate of Tyler School of Art, in Philadelphia,” she 

wrote, “and I am not familiar with the do's and don'ts of this busi- 
ness.” ® That was in March, 1986. @ In a few short years, Lisa 

appears to have become more than familiar with the business. 
She is a designer for a video design studio. She is also co-inventor and a 

partner of a Visual Communication System being marketed internation- 
ally. Along the way, she has managed to pick up a Gold Medal from the 

Art Directors Club of Philadelphia, became a finalist in a recent Osaka 

Design Competition, and has been featured in Print, Creativity, and Art 

Direction magazines. @ From where we sit, she seems to have mastered 

the dos of the business in record time. @ M.M. 


Lower & Upper 
Case for Upper & 
Lower Case 


HEADLINE/BYLINE: ITC USHERWOOD MEDIUM ITALIC TEXT: MEDIUM, MEDIUM ITALIC 


Learning vy Write Again... 
| \ 


In their first exercises 
students work with 
unorthodox writing 
implements such as 
twigs, shells, glass 
shards, wires, strings, 
etc., and create intui- 
tive rhythmic patterns 
devoid of content. 


At left: Bodo Kaemmie 
Above: Karen Hehnke 


Professor Martin Andersch of the 
University of Hamburg is worried. He 
sees a whole generation of young 
people with disgraceful handwriting 
taking their places in the world. 

If their writing is at all legible, itis 
generally lacking in any esthetic qual- 
ity or character. Though he blames 
the educational system, not the stu- 
dents, for the neglect of handwriting, 
he sees the failure as a threat to our 
visual environment, our culture and 
our civilization. 

“Lighten up, Professor,” we're 
tempted to say.“So the kids don’t write 
Palmer Method. What of it? They have 
typewriters, word processors, trans- 
fer type..” As for the esthetics, we 
are past the crude digital type of early 
computers. These days we have 
dozens of tasteful typefaces and hun- 


dreds of fonts to choose from. 


Though he may sound like an old 
diehard, the good professor, who 
teaches Design and Lettering, is not at 
war with technology, old or new. He 
just wants to be sure our advanced 
communication techniques don’t drag 
us down into esthetic mediocrity. In 
his recently published book, Symbols 
Signs Letters, he reminds us that all 
the beautiful typography we have 
today grew out of beautiful writing. 
When Gutenberg’s movable type came 
along, “the most gifted writers in 
Europe dedicated themselves to the 
challenge and developed the outstand- 
ing type of their time. Typesetting 
was an elaboration of the art of 
handwriting” 

But in our computer age, Andersch 
points out, “there is a stagnation in 
the art of writing” He sees the same 
forms and shapes developed within the 
last few hundred years being refined, 
adapted and recycled for electronic 
reproduction. Where are the new 
ideas? The new esthetics? According 
to Andersch, the high resolution 
printing and greater economy are not 
enough. He pleads for expanded 


esthetic awareness to keep us from 


being bogged down in boredom or, 
worse still, enslaved in mediocrity. He 
hopes that competent writers and 
designers will save the day, but “it is 
imperative that we re-evaluate our 
attitude toward writing” 

With that as his premise, the pro- 
fessor designed a unique program to 
sensitize his students to words and 
letterforms, and to teach them to 


write all over again. 


Starting from Scratch 

His main objective is “to free my stu- 
dents from indifference and ugliness 
caused by incompetent previous 
instruction? and to make writinga 
joyous process. 

For their first exercise the stu- 
dents gather an unorthodox assort- 
ment of writing implements such as 
leaves, reeds, twigs, stones, shells, 
wood and metal shavings, wire loops, 
paper clips, nails, ribbons, wires and 
strings. With the instruction to “forget 
everything you’ve learned before’ 
they dip their chosen instruments into 
rich black ink and create rhythmic 
patterns on smooth wrapping paper. 

Though the scratches and pat- 
terns convey no rational meaning, 
they do communicate something of 
the writer's emotional or contempla- 
tive state. The students eagerly con- 
tinue the exploration, writing while 
listening to-'music, singing, even 
breathing and screaming in synchrony 
with their body movements. 

Some students find it hard to free 
themselves of ingrained writing pat- 


terns. But with repetition they make 


29 


continuous progress toward creating 
truly original, beautiful forms. 

In the next phase, they concen- 
trate on a single character, 2 x 3 inches, 
written on standard 81/2 x 11-inch 
paper. The shift from lines of aimless 
writing to the single character intensi- 
fies their interest and efforts. Then, 
still eocumicinai single characters, they 
arrange them ina series.on asingle 
page; it begins to look like viable text. 

Finally the playful exercises and 
experiments culminate in the chal- 
lenge to create an expressive mark, 
sign or symbol. With a specially cho- 
sen writing tool and ink color, the 
students let preconceived images fly 
out the window, and they proceed to 
invent forms that glide, dance, float, 
stomp, explode, charge or wriggle 


across the page. 


On to Italic 

For their first experience with formal 
calligraphy, Professor Andersch intro- 
duces the students to.italic. Their 
preliminary rhythmic exercises have 
prepared their hands for this free- 
moving writing style. But now for the 
first time the students guide their 
pens in disciplined movements to 
shape real letters. They use light- 
weight pens with steel nibs and write 
on graph paper which helps guide 
them in the spacing, size and angle of 


the letters. Later they go on to work 


After the initial experi- 
ments in rhythmic 
writing, students con- 
centrate on creating a 
single esthetic form 
and composition, still 
ignoring content. 


Kirsten 
Sledenburg-Everd, 
ist semester 
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with reed and quill pens which they 
cut and prepare themselves. 

Concentrated practice witha 
wide-nibbed pen produces the thick 
and thin strokes and the variations in 
tonality which sensitize the students 
to the enormous range of possibilities. 
Individual styles soon become appar- 
ent, and each student must decide 
for himself or herself what is esthetic 
and usable. 

After extended practice with sin- 
gle letters, words and lines of italic 
writing, they go on to reproduce an 
entire text—a poem, an essay, an 
excerpt of prose—of high literary 


quality, with special attention to the 


design of the text on the page. 


Prof. Andersch chooses 
italic for the students’ 
first encounter with 
conventional letter- 
forms, because it fol- 
lows naturally from the 
free-flowing rhythmic 
writing exercises. After 
concentrated practice 
of single letters, they 
move on to words and 
sentences. 


Sigrid Engelmann 


A first attempt at inter- 
pretation and expres- 
sion, using the name 
“Che” (Che Guevara). 
Sometimes hundreds of 
versions are produced, 
enlarged and studied in 
minute detail for form f 
and tonality before df 
a satisfying solution a 
is found. a 


Leonore von Bensfield, Pi 
ist semester 


Now...with Expression 

What calligraphy can do—and typog- 
raphy attempts to do—is express the 
meaning or emotional mood of text. 
Inthe next exercise, students choose 
words or phrases that convey senti- 
ment, passion, lightheartedness, even 
ugliness, and try to find ways to inter- 
pret them visually. “If their intuition 
and writing skills are sufficiently 
developed” says Andersch, “emotions 
and feelings can be communicated to 
the viewer.” The students turn out 
dozens of versions before they arrive 
at their best solutions. In this project 
the students evolve original, expres- 
sive marks that can stand alone as 


miniature works of art. 


Back to the Source: The Roman 
Alphabet 


Once the students have tasted the 
freedom of fantasy and personal ex- 
pression, and gained some dexterity 
with writing implements, it’s safe to 
settle down for an orderly study of the 
letterforms that are the basis of our 
Western alphabets. They start prac- 
ticing the three historic roman scripts: 
quadrata, uncials and rustic capitals. 
They analyze the alphabets character 
by character, make comparative 
studies of the great Renaissance mas- 
ters’ versions, even reproduce letter- 
forms in three dimensions as they 


appear on buildings and monuments. 


I __— eee 


Atthe same time they are gaining 
facility with their pens, they are devel- 
oping an appreciation of the noble, 
harmonious lines, arcs and angles, as 
well as the history of these ancient, 
durable forms. 

When they have finished their 
exercises with the roman alphabet, 
they put down their pens and pick up 
pencils, rulers and compasses to learn 
how drawn letters are translated into 
typeface characters. They study the 
writings and works of Bodoni, Didot 
and Walbaum, are introduced to typo- 
graphical systems, and proceed to 


design their first type alphabet. 


Themes and Variations 

To broaden their horizons, Andersch 
next introduces his students to other 
historic writing styles: Carolingian, 
Gothic, Art Nouveau and Sans Serif 
forms. They study the structures and 
interrelationships of characters and 
then go onto produce pages of text in 
their own variations of the old forms. 
Andersch believes that once they 
grasp the basic structural design and 
relationships of characters inan 
alphabet, they have taken the most 
significant step toward creating their 


own viable writing systems. 


Visible Thoughts...Visible Feeling 
By the end of the course Andersch 
hopes he has inspired a reverence for 
the alphabet and its role in civilization. 
Just a handful of characters have 
made it possible for man to write an 
infinite number of words—making 
ideas visible and preservable forever. 
But ideal communication is not 
just a matter of making thoughts 
visible, no more than listening to robot 


voices is ideal aural communication. 


Our minds may hunger for knowledge, 
but our humanity cries out for beauty 
in what we see, hear and read. 

Design students have our future in 
their hands. They’re the ones who will 
process information—digest it, shape 
it, color it—and present it to us in vis- 
ual form. That is why Professor 
Andersch is so determined to arouse 
their sensibilities to one of the quin- 
tessential elements of communication 
—wrriting. He hopes that with under- 
standing and training, they will pro- 
tect us from boredom and help provide 
us with a beautiful environment. 

The samples of his students’ pen- 
manship illustrated in his book* give 
us every reason to be optimistic about 


our future. Marion Muller 


*Symbols Signs Letters by Martin Andersch. 
Published in English and German by 
Design Press, Division of Tab Books Inc., 
10 East 21st Street, New York, NY 10010. 
Hard cover. 255 pages. Full color. $75. 


Spuren Zeichen Buchstaben © 1988 by 
Ravensburger Buchverlag Otto Maier 
GmbH, English translation © 1989 by 
Design Press. Reproduced courtesy of 
Design Press. 


Students are intro- 
duced to monumental 
Roman letters with the 
help of a coordinate 
system. They also study 
them in 3 dimensions 
in practice slates of 
plaster or beeswax. 


Karin Peinert, 
2nd semester 


Asingle expressive 
mark made with a glass 
shard dipped in two 
colors—red and indigo 
watercolor. 


Rita Cordes, 
ist semester 


HEADLINE: ITC FRANKLIN GOTHIC HEAVY, HEAVY ITALIC, ITC ZAPF CHANCERY MEDIUM ITALIC 


TEXT: ITC NEWTEXT REGULAR, REGULAR ITALIC SUBHEADS: DEMI 


Students are intro- 
duced to typographical 
systems by reading 
works of Bodoni, Didot 
or Walbaum. They also 
make precise drawings 
and study the widths, 
heights and relation- 
ships of letterforms 
before they go on to 
design their first 

metal type. 


Karen Peinert, 
2nd semester 


CAPTIONS: ITC FRANKLIN GOTHIC HEAVY 


An interpretation of 
the text, “The Legend of 
Samarkand? made with 
areed pen and wood 
shavings, in Payne’s 
gray and vermilion tem- 
pered with gray water- 
color, on pale taupe 
Fabriano Ingres paper. 


Jutta Nachtwey, 
6th semester 


A poster must seduce immediately. 
Like a firefly, its glow lasts only seconds. 
One vintage book on poster design says 
the lure must begin from five blocks (or 
a quarter of a mile) and build to a visual 
crescendo at five feet away. This means 
that a successful poster must not only be 
striking in its original size, but given 
the prescribed distance, it should also 
be crystal clear at postage stamp size. 


La oa Pe a ALS 
P O ) T E R Between the turn of the century 
and the 1930s when the sachplakat, 
or object poster (a form of advertising 
that began in England and Germany, in which a simple image with minimal 
lettering was used to show a product or object) was at its peak, the 
best were those that could be enlarged and reduced withoutlosing 
any essential visual information. The master of this form was Lucian 
Bernhard, whose stark, colorful images for Preister Matches, Adler 
Typewriters, and Osram Lightobulbs—all masterpieces of graphic 
simplicity—were equally suited for either giant or lilliputian repro- 
duction. Holleroaum and Schmidt, Bernhard’s printer and selling 
agent, realized the business potential inherent in this versatile 
medium, and began printing poster stamps as a sideline service 
to their advertising customers. It was a revelation. 


But isn’t a poster stamp a contradiction in terms? If a poster is 
intended for posting, and a postage stamp is in the scrip used to post a 
letter, then a postage stamp is, in a literal way, a poster. 


Semantics aside, what began as an ingenious means to get more 
printing revenue, soon became a popular method of increasing adver- 
tising coverage during the epoch when modern advertising was in its 
infancy. Ultimately poster stamps became a thriving international industry 
with thousands of them produced annually. 


A wide range of products, services and events were advertised on 


these perforated manifestos. Insurance agencies, hotels, electric compa- . 


nies, banks, tobacco, food, clothing stores and manufacturers, were 
among the most devoted users. The esthetic quality was surprisingly high 
because most stamps began as full-size posters or point of purchase dis- 
plays which were photographically reduced. Only an exceptional few of 
the anonymous artists employed by printers designed especially for this 
miniature form. But there was another inherent quality: even the most 
cliché-ridden image was curiously transformed into a striking miniature. 
People have an irrepressible fondness and illogical tolerance for all 
things miniature, 


Because of strict postal regulations that legislated what was 
proper and improper to affix on mailing envelopes, combined with the 
rise in more visibly encompassing advertising outlets, underscored by 
a trend favoring more narrative approaches, the production of commer- 
cial advertising stamps was virtually cancelled by the 1940s. Moreover, 
the questionable notion that consumers would gladly subsidize a 
merchant by littering their mail with unpaid advertising was not a sound 
way to run an efficient campaign. The non-commercial stamp (i.e., Christ- 
mas and Easter seals) continue, however, to remain popular. Seals are 
badges of distinction showing the letter writer has financially, or at least, 
philosophically, supported a worthy cause or political viewpoint. 


HEADLINE: ITC KABEL BOOK, DEMI, BOLD BYLINE: BOLD TEXT; MEDIUM 


The stamps reproduced here from 
Germany, Austria, and the United States, 
ranging in time from 1910 to 1930, and 
selected from a collection of over 2,000 
stamps, are iconographic fragments of 
industrial, commercial and art history, Ina 
sense they now commemorate, as effectively 
as any “official stamp; the burgeoning of free trade and market capitalism. 
Take for example the stamps for light bulbs, lamps and appliances, they 
reveal the formidable and unrelenting push by industry for electrification 
of the private home. 


Long ago junk mail replaced the advertising stamp as the favored 
means of invading the consumer's privacy and consciousness. Given the 
qualitative paucity of these pesty missives, these lilliputian posters 
re-emerge from the attic of advertising history as infinitely a Dishes 200s 
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@ Universal Alphabet book, 
composed of letters from diverse 
alphabets, unfolds into a 3-dimen- 
- stonal screen. 30" x 60! Photo: 
White Light Corp. 


gor most of us, our first experience with the alphabet @ Paper bowls, with calligraphic 
was pure pleasure. Each time we chanted it cor- detail, inspired by Japanese 
rectly, we won a round of applause from the grown- paper fans, lanterns and screens. 
ups. A few years later, the fun was over. We had nee: Daisies Caras 
to labor with pencil or crayon to form the letters to © 3-Dimensional Paper 
some teacher's satisfaction. The alphabet became Collage, crafted of handmade 
just a tool. Like the forks and spoons that had to be poet “ terpress sh hand sewing, 
¢ mm collaboration with typogra- 
pariah in ce . ee properly, pe Ne ated pher Luci Goodman, 20"x 20! 
manipulate the alphabet so we could read and write. Phusiss Dead Cobar. 


It’s still the same today. Not too many children enjoy 
letterforms for their wondrous lines, curves, shapes 
and spaces. But then, not too many children grow 
up to be Jan Baker. 


Jan traces her fascination with abstract forms 

and letters back to her early childhood. She recalls 
how the abstract symbols in her first doll’s quilt 
entranced her; especially when, witha blink of her 
eyes, she could magically interchange the negative 
and positive shapes. Some years later, when she was 
allowed to choose a spread for her own bed, she 
unhesitatingly selected one with an alphabet design. 


With such an early sensitivity to abstract shapes and 
letters, it’s not surprising that as an art student, she 
gravitated toward calligraphy, typography, printing 
and book design. In fact, almost every project she 
puts her hand to involves letters and words — not 
just the hand-bound books, but also bowls, patch- 
work quilts, hand-knit sweaters and art works, too. 
She makes it clear though that her preoccupation 
with letters goes beyond the pleasure she finds in 
them esthetically. She is awed by the power of the 
alphabet; just a handful of characters that enable us 
to compose thousands of words and express every 
human idea and emotion. 


In a number of projects she has deliberately inter- 
mingled letterforms of diverse languages. An 
accordion-fold book, for instance, contains an 
alphabet composed of Roman, Greek, Hebrew, 
Japanese, Phoenician, Hindi and computer charac- 
ters, among others. In other works, foreign words 
and English words peacefully co-exist, suggesting 
the possibility of a universal language that would 
make international communication and under- 
standing a reality. 


© An early weaving, integrates 
letters of the alphabet with paper 
and natural fibers. 20" x 95! 
Photo: White Light Corp. 


© Patchwork of woven and 
collaged papers, old books and 
natural fibers. 32" x 40" Photo: 
David Colvin. 


Jan Baker expresses herself in a variety of forms and 
media. But without question, her favorite medium 
is paper. She weaves, sculpts, collages and sews with 
paper. And it is no exaggeration to say she literally 
pours herself into her work, because she often shreds 
her own worn clothes to make the paper for her 
projects. She is also an obsessive collector of small 
bits and pieces of printed matter — tea tags, notes 
and labels — which find their way into her works. 
One pocket book was fabricated out of a thousand 
such found pieces. 


HEADLINE/INITIAL: ITC NEW BASKERVILLE BOLD ITALIC TEXT: SEMI BOLD SUBHEADS: BLACK ITALIC 
ITC FRANKLIN GOTHIC BOOK, HEAVY 
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Her fascination with paper as a medium was 
strongly prompted by Japanese art and artifacts. 
She particularly admires the imagination and econ- 
omy with which they manipulate paper for prac- 
tical purposes: umbrellas, fans, lanterns, screens 
and scrolls. Her own paper creations also reflect 

the Japanese concern for esthetics in even the most 
utilitarian objects. 


When Jan reflects on other influences on her work, 
the name Sonia Delaunay looms large and bright. 
Sonia Delaunay, a French painter of Russian birth, 
was one of the first women artists to achieve her due 
recognition. In the early 1900s, she stirred up the 
art world with her experimental geometric compo- 
sitions in brilliant color juxtapositions. When she 
applied those designs to fabrics, she opened grand 
new vistas to textile and interior designers. More 
than half a century later, her patterns, designs 

and color inventions kindled sparks in Jan Baker's 
imagination, too. 
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© Typographic Collage, 
assembled from 500 swatches of 
colorful printed paper. 30" x 40! 
Photo: David Colvin. 


@ Universal Alphabet weaving, 
combines letters A to Z from 
dwerse alphabets in natural fibers 
and colors. 30" x 60" Photo: 
White Light Corp. 


@ Teacher’s sweater, a knitted 
piece, features a scarlet A ona 
blackboard-black ground. Other 
letters appear on the back. 
Photo: Jan Baker. 


A more recent influence on her work has come 
from a series of journeys to India, Nepal, Pakistan, 
Bhutan and Tibet, where she lectured and traveled. 
In the textile center Ahmedabad, in India, she par- 
ticipated as a visiting designer at the National Insti- 
tute of Design. Soon, a travel grant from the Rhode 
Island State Council on the Arts will take her back 
to Ahmedabad as an artist-in-residence, where she 
will concentrate on designing patchwork quilts with 
Hindi letterforms and weaving on a jacquard loom. 
To be sure, her immersion in the Asian scene has 
filled her head with exotic color and design ideas 
for current and future projects. 


Jan Baker has an enviable list of credentials and 
accomplishments as an exhibitor, award-winner, 

_ professor and visiting lecturer. She has made her- 
self felt, seen and heard, from Yale and the Rhode 
Island School of Design on the east coast, to the 
University of Southern California at Santa Cruz on 
the west coast, and across the Pacific in Japan and 
Asian lands. Although she bears the designation 

“fiber artist her commitment to typography makes 
us feel a special kinship with her. 


Marion Muller 


AA Hundred Monkeys 
(1984) 


<The Lotus Flowers Are So 
Pretty (1986) 


> Don't Fight (1981) 


¥ Three Peacocks (1980) 


You don't have to be an historian or 
aficionado of Eastern art to recognize that 
these paintings are the work of a Chinese 
hand. The agile brushwork, the sensuous 
puddling of color, the rhythmic energy and 
rich textures are all characteristic of tradi- 
tional Chinese form. The surprise here is 
that the paintings are all the work ofa child, 
Wang Yani. 


Yani was born in 1975, in Guangxi province 
in southern China. From the time she was 

a toddler, she was familiar with the smell of 
oil paint and the look of a painter's easel, 
and she well understood that working with 
a brush and paint, as her artist-father did, 
was serious business. 


It's not remarkable that Yani made her first 
painting—a large black kitten—when she 
was three. Most children know how to wield 
a drawing tool at that age. What is awesome 
about that first effort, and the 4,000 other 
paintings she produced before she was 

six, is the sophisticated technique and ex- 
pressive imagery. Typically, a child's first 
drawings are simple stick figures with lop- 


seen Cealg 


Arriving at Butterflies’ 
House (1980-81) 


> The Lion Is Awake! (1983) 


sided circles for heads. But Yani’s animals— 
mostly monkeys at first—were fuzzy, furry 
creatures in authentic animated postures, 
with accurately shaped heads anda full 
complement of fingers and toes. With 
uncanny deftness, she also managed to 
endow her animals with a full range of 
human emotions which echoed her own 
childish wishes, joys and concerns. 


Yani’s imagination knew no bounds. She 
envisioned monkeys in pebbles and drag- 
ons in pine bark. But she also observed 
real-life animals so intently, she could draw 
them from memory. Along with her visual 
acuity and fertile fantasizing, she devel- 
oped a mature sense of composition. A 
35-foot scroll of One Hundred Monkeys, pro- 
duced when she was nine, and her poetic 
Last Night | Dreamt | Saw the Racing Egrets, 
painted when she was II, are triumphs of 
spatial organization. 


Considering the tender age at which she 
started to demonstrate her gifts, Yani 
qualifies as a genuine child prodigy, even 
though the concept of a prodigy in visual 
arts is unprecedented. We know of prodi- 
gies in music; almost every recognized 
virtuoso was accomplished at an early age. 
Mathematical geniuses also show their 
aptitude at a tender age, and dancers must 
be on their toes early on or forget the 
dream altogether. But in the field of visual 
arts, even such giants as Michelangelo, 
Picasso, Miré and Klee didn't show their 
stuff until their adolescent years. 


Especially in China, the celebration of a 
child's talents is entirely unexpected. In 
old China, age and experience—not youth 
—were revered. To become a painter, a 
novice trained under the guidance of a 
master artist for years, until he gained the 
grace and agility to reproduce the tradi- 
tional brush strokes and washes that were 
esthetically acceptable. And in modern 
Communist China, the cult of the individual 
and self-expression have been anathema. 


Yet Yani is recognized and treated like a 
national treasure in China today, because 
she had the good fortune to be born at the 
right time, in the right place and into the 
right family. 


She was just one year old when Mao 
Zedong, fanatic chairman of the Commu- 
nist Party died. With his death, a fresh new 
wind blew through the land. The govern- 
ment eased its stranglehold on the arts. 
Master painters, weary of the injunction to 
work only ina social realist mode, returned 
to their work with renewed interest and 
creativity. Educators welcomed experimen- 
tation, and eagerly encouraged precocious 
skills and fantastic visions such as Yani's. 
The fact that the Wang family lived in one of 
the most geographically dramatic terrains 
in China, close by Guilin and the Li River 
with its legendary mountains and mists, 
was no small inspiration to romantic and 
impressionable Yani. But most of all, it was 
her genetic inheritance, coupled with the 
loving support of her family, that provided 
her with the nurturing environment a devel- 
oping artist needs at any age, anywhere 

in the world. 


Through the influence of her father, other 
noted artists, educators and the Ministry of 
Culture of the People's Republic of China, 
Yani's talents have been fully celebrated in 
China and in parts of the Western world. 


She is 14 now, and her work has been ex- 
hibited in major cities of China every year 
since she was four. In the past few years, 
the Ministry of Culture has also sponsored 
exhibitions of her work abroad in West 
Germany, England, Japan, Singapore and 
the United States. Her most recent exhibit 
opened last year at the Arthur M. Sackler 
Gallery of the Smithsonian Institution in 
Washington, D.C., and will be seen in 1990 


<4The Bananas Have Not 
Come Out Yet (1983-84) 
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at the Nelson-Atkins Museum in Kansas 
City, Missouri and the Asian Art Museum in 
San Francisco, California. 


Anyone unable to enjoy Yani's paintings “in 
the flesh" will find the book, Yani: The Brush 
of Innocence* a rewarding substitute. It is 
generously illustrated with 77 colorplates 
and 52 black and white 
reproductions of her work. 
Equally engaging is the 
scholarly and illuminating 
commentary contributed 
by artists, educators and 
child psychologists. 


A Last Night | Dreamt | Saw 
the Racing Egrets (1986-87) 


In all fairness we must observe that Yani, at 
age 14, is no longer an innocent. She is a fully 
conscious artist, and only time will tell 
whether she has reached her prime at this 
tender age, or she will continue to stride 
courageously into unexplored terrain. 
Marion Muller 


*Yani: The Brush of Innocence 
Published by Hudson Hills 
Press, Inc. 

230 Fifth Avenue, New York, 
NY 10001-7704 

144 pages. Hardcover. $35 
plus tax where applicable. 


4Yani (Age 14) 


Photos courtesy of the artist 
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Some tourists go to Paris and pass up the Louvre. 
Some go to Romeand resist the Colosseum. 
But almost nobody leaves Oslo without a visit to 
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You may not care a fig about sculpture. You may love or hate what you see there, but 
the Vigeland Sculpture Park in Oslo, Norway, is a “must see” attraction. 


This is not a park where you spread a blanket and commune with nature, or find 
respite from the little crises of everyday life. On the contrary, a walk through the park 
‘ is a total immersion in the human condition—every joyous and abysmal moment 
' from birth to death. And “walk” is probably too benign a word. After a while you stag- 
ger, bedazzled by 192 pieces of sculpture (650 figures in all) that are relentless 
reminders of what was, what is and what’s to come. 


The sculpture park itself is not enormous—just 80 acres set within the larger Frogner 
Park. But it has been a source of enormous controversy. Every gate, every plaza and 
every piece of sculpture in the park is the work of one man, the native Norwegian 
artist, Gustav Vigeland. And from the first installations in the early 1940s, the project 
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has drawn hosannas from passionate admirers. ..and derision from 
equally passionate critics. But to this day, no one who visits the park comes 
away indifferent. 


Atrip through the park 


The entire park is laid out on an 850-meter axis—approximately one- 

half mile. You enter the grounds through the main gate of wrought iron 
and granite and proceed onto The Bridge which crosses over a small lake. 
Mounted on the parapets on both sides of the bridge are 58 bronze figures, 
arranged in groups, which speak of joy, anger, fear, strength and stress. 
Flanking the bridge at each end are tall granite pillars crowned by granite 
sculptures of humans in mortal struggle with reptiles. 


Below the bridge on the lake shore, an area designated as The Children’s 
Corner commemorates the start of life. Eight bronze babies, disporting 
themselves in characteristic baby poses, are arranged in a circle arounda 
life-size fetus. 


Beyond the bridge you step into a rose garden and The Labyrinth which 
surrounds The Fountain. The Labyrinth, which was also designed by the 
sculptor, is a convoluted path of inlaid black and white granite. If you 
follow the path religiously from entrance to exit, you add an extra 3,000 
meters (about a mile and three-quarters) to your walk. 


The Fountain itself is a giant granite bowl held aloft by six male figures. 
Water overflows the bowl and cascades down into a large rectangular pool 
surrounding the fountain. At each corner of the pool five separate sculp- 
tural configurations of people-and-tree forms depict the human life cycle. 
There are 20 such groups in all. The first five portray the innocent joys 

of childhood. The next ten remind us of the arousal, reveries, torments 
and struggles of adolescence and adulthood. The last five are about old 
age. An old man clings to the Tree of Life. Another rages against death. 
Awithered grandmother holds fast to her grandchild while she dreams 
about the past. In the last grouping, Death’s skeleton and the tree 
branches appear to merge, suggesting that all living things eventually 
come to the same end. 
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A The Fountain area in 
Vigeland Sculpture Park, 
Oslo, Norway, with some of 
the 20 bronze tree groupings 
surrounding it. 


B Dancing figures and C 
Mother and child, two of the 
bronze groupings mounted 
on the parapets of The 
Bridge. The 58 figures in 
this section of the park are 
arranged in configurations 
that portray aspects of the 
human life cycle. 


D Granite figures on 
the steps of The Monolith 
Plateau. 


D 


As if that were not enough, the life cycle is represented again on the out- 
side walls of the pool basin. Sixty relief sculptures illustrating all the 
phases of life are mounted in chronological sequence so that they read 
around the pool like a continuous, never-ending tale. In the beginning a 
child rises out of the horn of a prehistoric monster. In subsequent panels 
boys and girls play childish games together, couples engage in a dance of 
life, a baby is born, aman comes between two women, a woman comes 
between two men... Finally the relief speaks of old age; the figures stumble, 
crumble and fade into nothingness. The last panel brings you back to the 
first, and the story begins again. 


From the fountain area, you move up a flight of stairs, through decorative 
wrought iron gates, also designed by the sculptor, and also depicting 
human experiences. Now a giant circle of steps, with 36 groups of figures 
arranged in 12 rows, converge on The Monolith Plateau. This is the highest 
point in the park, and the Monolith in the center is regarded by some as 
Vigeland’s crowning achievement. The towering 17 meter (50 ft.) column 
writhes with 121 twisting, twining bodies. The sculptor modeled the 
column in three sections himself. It was later transferred to a single block 
of granite by three stone carvers who worked on the project for 13 years. 


The 36 granite groups on the steps surrounding the Monolith leave noth- 
ing to the imagination. Every emotion and experience is explicitly defined. 
But the Monolith leaves everything open to personal interpretation. Some 
see itas a symbol of man’s yearning for spiritualism, as a representation of 
man’s interdependence, asa Resurrection. It also resembles a monumen- 
tal funeral pyre and, quite obviously, a phallus. 


E 


The last two installations on the 850-meter axis of the park are The Sun- 
dial and The Wheel of Life. The Sundial is mounted on a 12-sided pedestal 
with the signs of the zodiac carved into it. Up another flight of stairs you 
come to the final grouping of figures, The Wheel of Life: seven humans 
joined in a wreath-like ring. This is the only sculpture in the park that 
encompasses the entire human life cycle in a single form. 


The man and his obsession 


He started with The Fountain. Then came The Monolith and its 36 satel- 
lite groups. Then The Bridge with 58 more figures. For 40 years he devoted 
himself to expanding his little universe. You have to wonder what kind 

of man harbored such a prodigious obsession. 


Vigeland (1869-1943) was the legendary starving artist. He hada harsh, 
alcoholic father who died when Gustav was 17, leaving the family with little 
financial security and no desirable male role model. Gustav left home at an 
early age and tried to support himself (as his father did) as a woodcarver. 
In truth he did poorly, often went without food or lodging, while in his 
heart of hearts he dreamed of being a great sculptor. 


He drew and dreamed incessantly, and was finally “discovered” by a promi- 
nent, established sculptor who offered him an opportunity to work and 
pursue his studies. His skills paid off. He won grants and, with the money, 
he did what all aspiring artists did, went off to Paris and Italy to study the 
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great masters. Smitten with the Rodins and Michelangelos he saw, he 
returned home with visions of monumental sculptures expressing all the 
emotions and experiences known to man. 


While Vigeland earned a fine livelihood in the 1900s modeling portraits of 
intellectuals and other prominent people, he set to work on a project that 
was far more profound. It was a fountain, much like the one that appears 
in the sculpture park today, with all the surrounding sculptural configura- 
tions. He envisioned it installed ina prominent site in Oslo, but discus- 
sions with the city officials about “where and how” resulted in lengthy 
arguments, controversy and curiosity on the part of the public. So much 
so, he was forced to open his studio to allow the public to come and see the 
work for themselves. The sculptural units overflowed his meager studio 
into the yard. But the sight of them caused much excitement in private 
circles and among city officials. Money for the project was contributed by 
wealthy citizens, but in 1921 Vigeland entered into a contract with the 
City of Oslo that was unprecedented. He agreed to contribute all his public 
work to the city for all time, if the city built him a studio large enough 

to carry out his plan for The Fountain. In addition to the studio, the city 
agreed to provide him with all the materials he needed, a plaster work- 
shop, asmithy, a stonecutting workshop, all the artisans necessary to 
execute the projects, and an apartment for his living quarters. 


Eventually, The Fountain and all the succeeding sculptural entities that 
make up Vigeland Sculpture Park were installed in a section of Frogner 
Park just five minutes distant from his studio. 
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A park full of passion, jealousy and hate 


Psychologists can have a field day arguing among themselves over the 
etiology of Vigeland'’s obsession. But his sculpture park also ignited con- 
troversy and passions across the board. 


At the very beginning, Vigeland’s contract with the City of Oslo angered 
other Norwegian artists. They felt he had received an undue share of dis- 
pensations, while many artists of merit went unsupported. Religious sects 
were offended by some of his concepts which were antithetical to, or at 
least unmindful of, their Bible teachings. And while hordes of tourists 
enjoyed the open, matter-of-fact Scandinavian attitude toward nudity and 
sex, many with Victorian sensibilities were appalled by the acres of naked 
flesh and the erotic implications. On a purely esthetic level, some critics 
derided his “mannered” style and heavy-handed realism, while others 
carped about his injudicious handling of rectangular and circular forms 
in the design of the park itself. 


Nevertheless, thousands upon thousands of people are drawn to the park 
each year. Most are delighted, in this day and age, to look at art that is total- 
ly representational and totally understandable. Some are overwhelmed 
with emotion. Some are numb with sensory overload. Some are bored with 
the repetitive scenario. But all personal responses and judgments aside, 
one can only stand in awe of one man’s monumental accomplishment. 
Marion Muller 
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E Detail of young girlina 
tree grouping surrounding 
The Fountain. 


F Eight different wrought 
iron gates, similar to this 
one, open onto The Monolith 
Plateau. 


G Aview of The Monolith 
Plateau. The 50-foot column 
contains 121 figures carved 
in a single block of stone. It is 
mounted on a circle of steps 
and surrounded by 39 mon- 


umental granite figure groupings. 


H,I Granite figure groups 
on the steps of The Monolith 
Plateau depict physical 
and emotional states of the 
human condition. 
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%* There are places in this 
world that are so well char- 
acterized we can allude to 
them without ever mention- 
ing the name. For instance, 


say “Emerald Isle,’ and 
almost everyone will know 


you mean Ireland. 


other hand, 


there are 


‘WW ‘SuOTST[21 pue somjyjNd mou d8ueI}s ‘sasroy 


YIM pou.njd1 pue spury U19}S9M 0} VUTYD UII}SeV2 WO} Suoype spoos Pp l lt ases 


10x pue syIs po S12 SUBABIV’) ‘BIS 238 sso10R 
1}OX9 PUL SY]IS PITIIVS SIIPV.1} JO SUBALIVD “VISY U13}SIM 0} S an d exp re S- 
ardury ISauTYD IY} WO, popus}xX2 Jey} Speor Jo YIOMJIU JUITOUB . 
Ue SBA\ AINOY YG ay], ‘AVTTBO1 YM pous2.u0IUN pue payonoyun S10ns that 
e 
‘gye109d0 si9UIe2Ip 2124 JovId AYO] ‘ouNstd v s} samoy fisoay uy sound i 1 lk e 
“woTssnostp oj uado ‘ansst 2]qQuyeQoap ¥ §}I—PpudaLy B YM UOT} geo srapl e c 


-VSIDAUOD [VULIOU UT IO MV] JO LIMO) B UT Ff OFUT UNI YY STU NOs yng *s}sas 
@ ® 
-Sns dUIvU dT} SB puL] Jo pds vB JOU ST JUI0g JOOP ‘BOLIDUTY YINOG entities, 
ut ATTetoodso ‘sra10,dxa ystueds Aq yy Ssnos AJuV]d puv pjos jo pur] but you ll 
JeoryyAur v st ‘ystuvds ur ,. ueU popyis,, suvou YOY ‘opps0g [7 
“SoTU2 PUR STeIOUI UO SuTLIM Jo puoj WeUABII]9 YST[suy A1nyUD YJ T never 
B VWIQII]] 2BI0IH 0} poynqie ssvsyd v say ‘UOTFeUTSeUTT Dy} UT YO} eY Jey} SUOTSTA 10 suLT OFSTTVII0N yng 
‘S] VOT PUL SIDMO} ITA SIUO JY} JOU IIe UINdg ul $a}1s)D ‘reSns Jo 28v10}s pue 9sn sApoq dy} Soyejnsar 
Jey) DUOULIOY IY} ‘UTPNSUT 319.1098 $9.MJ9N.1}S IS2T]} JO S][I9 IL, ‘SeoIOUV Jy} UT pI}Vd0J 21e ‘Tefon.D nq 
[Tews ‘sunyiabun’T fo sJa]s] ayy, ‘]]2™Mp s}insind srwapeoe AJI.md 0} po}OAop S1Oye.I}STUTUTpe PUB SIZYIVI} 
‘SIBOYIS IIIT WITBII PIIIISIO]D JY} SI awapnoy fo Saaosy aYT, “SNUY PUL IUTISIIUT IHIL] ‘QuT}SIyUT 
[jews ‘yoeur0js ‘snBseydos—a ‘yyNow syJ—UO}2II9x9 0) NONSasuT WO sassed pooy Yor YSnor] sues.10 
dU} [[e Sapnypour yorya Apoq ueumny sy} UT [eu Poo}; IY} $A] “S][O} OU SOTA] JOUDD fiumyuaunyy ay] "SRI 
TIDY} UKOUID [JIM YSU 1997] Dy} 0} DUTT; Jy} Wo possed oYM ISoy], ‘UOSsTId 3}e}s Jy} pue sdeTed [eonp 
J} UdaMJoq Aemosessed [ews v st AyTeIy ‘JorUa, ut sybig fo abpiig ay, ‘Y}IOU Dy} UT WOpIaIJ 0} $3}e1S 
JAVITS UADYINOS wo Idvoso Ita} opeut Ary} Sv “I9}]IYs puve SuTYIOTO ‘Pooy YIM “SG *-] DY} UT Saavys Surdjoy 


Jo WI9}SAS B SUM J] ‘PROITFeI B JOU puNoIB1IpuN JIy}I9U SVM poospIoYy punosHiapuyZ) ay], ‘s}sonbuoo pue 


On the 


Land of the 
pilgrims’ pride 


Land of milk 
and honey 


Land of the 
midnight sun 


Land of the 
rising sum 


Land of 
counterpane 


Land of Calvin 
and oat cakes 


No man’s land 


Dixieland 


The Antipodes 


The Road to 
Mandalay 


Is IT? 


find them by looking in an 
atlas. For example, anyone 
who winds up in “dire 

straits” is definitely not in 

a narrow waterway. * Just for 
fun we’ve compiled a list 

of “places” for you to locate. 


Give ita whirl. But ifyou 


The Under- 11 


sround 
Railroad 


The Bridge of 
Sighs 


The Alimentary 
Canal 


The Groves of 
Academe 


The Islets of 
Langerhans 


Castles in 
Spain 


EI Dorado 
Moot Point 
Ivory Tower 


The Silk Route 


don’t feel like 
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en you need 
a change of face 


You bought ATM™ to clean up your text; now add TypeAlign Since TypeAlign is a desk accessory, you install it 

to throw your text a curve — or give it a new slant. And do once in your Macintosh® computer, then use it in just about 
it so intuitively, you'll wonder why everyone doesn’t do any application. And you can print your creation on any 

it our way. ATM-supported printer or other device, including Apple® 


TypeAlign is incredibly easy to use—no specialdraw- _—_ ImageWriters; LaserWriters” and Hewlett-Packard* Desk- 
ing programs or skills needed. Just choose a tool to draw —_ Writers” and PaintJets* Of course, TypeAlign works with any 


an arc, straight line or freehand curve. Type on the line Adobe" PostScript” font, too. 

you just drew—your words appear instantly on screen. Let’s face it. If you have ATM, you need new TypeAlign, 
Adjust the spacing between letters and words until it’s too. Especially with a suggested retail price of only $99.95. 
just the way you like it. Then rotate, manipulate, distort To find out where you can buy it, call Emerald City 

to your heart's content. Software at 1-800-223-0417, in CA 415-324-8080. ) 


TypeAlign—a new desk accessory exclusively for - 
Adobe Type Manager*owners. 


TypeAlign is a trademark and Emerald City Software is a registered trademark of 
Emerald City Software. Adobe and PostScriptare registered trademarks and 
Adobe Type Manager and ATM are trademarks of Adobe Systems Incorporated. 
Apple, ImageWriter, Macintosh and LaserWriter are registered trademarks of 
Apple Computer, [nc. HP. DeskWriter and Paintet are registered trademarks of 
Hewlett-Packard, Inc. © 1989 Emerald City Software. All rights reserved, 
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OUCH: 


MISS ANOTHER DEADLINE? 
NEXT TIME USE CLIPPER® 


Perfect for 
desktop design 
| applications 

with all 


FREE extra issue. Subscribe now and you'll receive 13 issues of Clipper and Clip Bits magazine, 
3 pictorial indexes each month, plus a yearly Clipper Pictorial Index of 5 previous years of art and 
vinyl binders (one-time) to organize and protect your Clipper issues and Clip Bits. 


Circle 220 on Reader Service Card 


Clipper Creative Art Service® the monthly art and idea service that 
makes your traditional and electronic communications more crea- 


tive and effective — and tight deadlines painless! 


Created by the world’s leading artists. Clipper commissions the talents 
of today’s leading illustrators and designers and presents their work in 
camera-ready form for your use for a small fraction of its actual value. 


A marvelous mixture of subjects and artistic approaches. Clipper 
contains more subjects — all kinds of people, places, things, situations 
— in so many different artistic styles and techniques that we can show 
only a small sample here. 


In each issue you will find illustrations, graphics, borders and handlet- 
tered headings rendered in styles from realistic to symbolic — and in 
moods from dramatic to humorous. 


Creative ideas and ready-to-use layouts too. Clipper is the only serv- 
ice in the world that not only gives you the finest ready-to-use art avail- 
able, but also shows you hundreds of ideas for its adaptation and use, 
including professionally done layouts, complete with copy, which you can 
use or adapt in any way you want. 


Free how-to magazine, pictorial indexes and binders. Your Clipper 
subscription includes Clip Bits, the 8Y2" x 11" monthly how-to magazine 
filled with professional tips and timely articles. With your first issue you 
also receive Clipper and You, an introductory booklet that helps you get 
the most from your service. 


You receive three monthly pictorial indexes, two large ones to file with 
your Clipper issues and a smaller one for desk-top reference. You also 
receive two FREE binders, one for organizing and protecting your 
Clipper issues and one for filing Clip Bits magazines and small indexes. 


World’s largest commercial art library at your service. If you can't 
locate an illustration you need in your current issues of Clipper, simply 
use your Clipper Index to locate the art you need from thousands of 
graphics from past issues of Clipper. Then call or write our Special 
Services Department for help. The art itself is free, all you pay is a small 
processing fee. 


12 issues a year, 24 big pages in each. Clipper comes to you about 
the 20th of each month with 24 large (12%2” x 19”) pages of original art 
and ideas. Each issue contains about 70 individual illustrations, most 
in two or more sizes to save you time and camera costs. Each issue 
includes 8 pages of idea starters of suggested layouts and copy ideas 
for ads, brochures and other projects. 


FREE 13th issue with your 1-year subscription | 


: 0 YES, enter my order for a one-year, 12-issue subscription to Clipper at $32.50 
1 a month, plus $2.75 postage and handling ($4.50 a month postage & handling in 
1 Canada, payable in U.S. funds) beginning with the current issue. As my bonus for 
; subscribing now, I'll receive an additional (13th) Clipper issue FREE. After the 13 
1 issues, continue to ship monthly, subject to my written cancellation notice 30 days 
H prior to publication (20th of every month). 


'| agree to complete payment (check one): 

| prefer to save 3% of the subscription price by prepaying. Net prepaid rates 
are: U.S. $411.30; Canada $432.30. Bill me now. Net 10 days. 

CL] Please bill me monthly as the year’s issues are shipped. Net 10 days. 

1 Note: coupon must be completely filled out and future payment option checked 
' before we can begin your subscription. This offer applies in North America only. 
1 Call or write for prices in other areas. 


ATTENTION (please print or type) 


TITLE P.O. No. (if required) 


COMPANY (if applicable) 


ADDRESS 

CITY STATE ZIP 
TYPE OF BUSINESS BUSINESS PHONE 

AUTHORIZED SIGNATURE DATE 


FOR OFFICE USE 21235000 


MAIL TO: Dynamic Graphics, Inc., 6000 N. Forest Park Dr., 
Peoria, IL 61656-1901 
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includes: 
«screen fonts 


Type Designs * printer fonts 
For 


¢ EPS outlines 


Macintosh 
toms /prreR-PERFECT 
pring Fonts \s a raphi¢ brush seript in two weights 


Write or call for a free catalog: 


LETTER-PERFECT 
(206) 851-5158 
6606 Soundview Drive 
Gig Harbor, WA 98335 


- A 
: nd Wraner S 
pring, F ows ResHENET Tavence CONES 
Garren BORE Toad 8 98) SSE 
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Spring & SpringLight are trademarks of Letter-Perfect; other trademarks acknowledged. 


Great Finds for Designing Minds! 


ction Fc your creative genius at ART SUPPLY EXPO, where you'll find the 


widest variety of art materials and equipment from leading manufacturers. 


See the newest products for visual artists on display and for sale during 
three exciting days. 


bd 
| Save time and money by planning your purchases for the entire year. Do 


comparative shopping to get the best deals on everything you need! 


+ Exhibits art 
Sennes, = SUD 


— - Prize Drawings 
SEES: - Free Workshops Expo" for 


y Artists - Designers - Illustrators 


Regional Shows in 1990 


Atlanta, Georgia San Francisco, California 
April 20 — 22 September 21 — 23 
Inforum- Atlanta Market Ctr. Concourse at Showplace Sq. 


Pasadena, California Chicago, Illinois 
October 12 — 14 November 16 — 18 
Pasadena Convention Ctr. Rosemont-O’Hare Expo Ctr. 


Show Hours for all locations: 
Friday & Saturday: 10am — 6pm 
Sunday: 10am — 5pm | +2 OFF 
For free brochure or more information reg. iy 
call 1-800-826-8257, 8am — 5pm admission 
Pacific Time. with this ad 
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Not. just another | Who's New at ITC 


New ITC Subscribers Include: 


Apple Computer, Inc. 


Apple Computer, Inc. (Cupertino, 
California) has signed a typeface 
licensing agreement that will enable 
Apple to provide ITC typefaces to 
users of their products. 


ITC typefaces, already found on 
Apple’s PostScript’ printers, will now 
be available on Apple's non-PostScript 
printers, as well as in the new 
Macintosh* Operating System 70. 


Apple Computer, Inc. 
20525 Mariani Avenue 
Cupertino, CA 95014 
(404) 966-1010 


Apple and Macintosh are registered trademarks of Apple Computer, Inc. 
PostScriptis a registered trademark of Adobe Systems, Inc. 


The Words/Pictures 
Corporation Ltd. 


Anew Canadian company, they 
will be selling ITC typefaces 

in a variety of formats to the 
PostScript and non-PostScript 
communities. 


The Words/Pictures Corporation Ltd. 
1431 6th Street Northwest 

Calgary, Alberta T2M 3E7 

Canada 

(403) 284-2288 


All product names are trademarks or registered trademarks of their respective manufacturers. 


VGCs Total Camera III. 


It deserves a] 
in your fade 


RESUME 


No camera at any price 
much as the 


CAPABILITIES 
ed halftones, enlargements, 


w Produces quality line stats, film negatives and 
reductions and special effects. In minutes. 
w Add simple accessories and the Total Camera III b 
processor, 4 slide enlarger, and more. 
gw Use the output to enhance your creativity 


output to earn extra profits. 


positives, screen 


r camera, 4 phototypesetting 


ecomes 2 full-colo 


9 clients, OF sell the 


prove service t 


, cut costs and im 


FEATURES & BENEFITS 
gw ihe convenience of full daylight operation, NO darkroom Of plumbing needed. @ Easy pushbutton 
operation with 100 channels of programmable memory. & State-of-the-art electronics. & Fully 
automatic focusing and exposure calculation. @ Built-in on-line densitometer for precise exposures. 
| 300% -333 % anlargement-reduction. | “gijent-action”’ vacuum curtain for sharp output. 

w Built-in lighting and automatic processor/dryer gw Can function as your primary camera or as 4 
back-up unit to eliminate camera-room bottlenecks. & Engineered and designed to save time, 
increase Pro nty service, preventive mainten- 


duction and reduce costs. @ Leasing, training, warra 
ee re 


ance nationwide by VGC. 
VGCC 


5701 N.W. 94th Ave., Tam 


vrg-group 


arac, FL 33321 


REFERENCES 
gw The camera of choice for thousands of ad agencies, art 
aphics facilities. 


studios, in-house art departments and other gf 
time-tested and proven under 


Please send information On the 
Total Camera \\l. 


gw its reliability and precision are 
actual working conditions. . 
NAME 
For free color brochure or more information, mail coupon 
now or call toll-free. TITLE 
4-800-327-1 813 si 
IN CANADA (416) 234-5000 ADDRESS 
CITY/STATE/ZIP 
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In the March/April issue of Desktop! 


Multimedia: Corporate America puts desktop technology to work. 


Vertical Market Focus: The advertising industry. 


Product Directory: Graphics and Presentation software. 


FOR ADVERTISING, 
call 203-622-4352 
fax: 203-622-3155 


OR, call 404-594-1790 
fax: 404-594-1849 


Academy Engraved — Compatta 


ALGERIAN - Compatta =the 
new Amati —_ bes Compacta Bold PREMIER Shaded “4 
NeWIT.C American G%rdensed’°"" ~ Corinthian ion —- PRINCETOWN 
NEWITC American Condensec” = Corinthian vedum __NéW Proteus sox 
New Aquinas Corinthians: NEW PROLEUS so0K tic 
NEW Athena NEW Corinthian eeriensea NEW PrOteUS rion 
AUGUSTEA open Corinthian :::. Bod NEW PYrOteUS mecium 
NewlTC Avant Garde fies Naw Corvinus Skyline NEW POLEUS wecium atic 
BALLOON 3° Crilleeé ai. New Proteus po 
Balmoral CrimM@ 641.3 8015 taic NeW Proteus css co 
Belwe Mono Demin” 
Belwe Mono Italic _ \(w EMPHASIS ew Radiant eotsenses 
Bernhard Antique 22sec. ENVI20 Rege Htabic* 
ew Bodoni Campanile Equinox NEW Acgeaviane 
Bodoni ex :0 ITC Eras medium REFLECTION 
Bordeaux Roman ITC Eras oem ew Robotik 
Dordeaux Kale ITC Eras eo NEW Aabatif ai 
Pordeaur Srp Fash von Rockwell: 
NeW Bramley tight Frankfurter sien ew Rockwell «01:59: 
Bramley secium FRANKFURTER Romi cion 
NEW Bramley Bold Freestyle Soupt Romic Light Italic 
NEW Bramley Extra Bold le ‘ree style Sorupt Bold Romic Medium 
new Brighton tion new Friz Quadrata SLIPSTREAPT* 
new Brighton iste NeW Gill Display compresses New SPIRE 377 
Brighton sesiun ew GUM corecrecs Spotlight 
New Brighton so. NeW GH AYO consonses Squire 
BROADWAM cc: Fillies Gothie oo BUPEHD IAN 
Bronc* Sls Sfuikts Bold Shaded NEW Tose id ag 
Cabaret dftaclow Solid Times new roman 
Caston 540 vai ok dewelowy Time esta 201s 
Caxton Romanum —_ NewHARVEY NeW Ropica Script 
CAXCON ROMAN ign raic HONEA nredium condense Van Dik 
Caxton Roman icc Helvetica sais consenses Yeges" 
Caxton Roman «i Highlight 


Caxton Romans; /rma/ Koman 


CHROMIUM ONE ® jew lh 


new Claude Sans LEO. 

new Claude Sans Italic Mekanik 

ew COLLIER HEADING Mekanik Italie 
Commercial Seripl Old English 


This advertisement was created and produced using Letraset Graphic Design Software. 


@ ESSELTE 
* MB RAM required. LetraStudio files using LetraFont type or other font sources export to page layout and drawing pi 


ims. 


rograms. 
Letraset, LetraFont, and LetraStudio are trademarks of Esselte Pendaflex Corporation in the United States, of Letraset Canada Limited in Canada, and of Esselte Letraset Limited 


elsewhere and are widely protected by registration. © 1990 Esselte Pendaflex Corporation 
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DD since styles, perfectly formed, 


exclusively from Letraset. 

Now through LetraStudio® software, 
these true display fonts are 
available electronically in all colors 
at the press of a button. 

Type becomes graphic, effects 

and manipulation opportunities 
become limitless, 

To go digital in display typography, 


call 1-800-343-TYPE. 


DIBRARY 


The ITC Center has prepared a variety of slide 
presentations based on past ITC Center exhibi- 
tions. These are available for two week rentals 


to schools, companies and design organiza- 
tions throughout the world. Rental fees range 
from $40 to $50. In the U.S. a refundable 
deposit is required. There is also a $25 charge 
for slide shows shipped outside the U.S. 


Presentations currently available include: 


International Calligraphy Today 


This collection, from the 1980 Calligraphy 
competition sponsored by ITC, represents the 
work of more than 100 calligraphers from five 
continents. (389 slides) $50.00 


Japanese Typography 


This slide lecture was delivered in New York City 
in 1983 by the Japan Typography Association. 
(85 slides) $40.00 


The Calligraphy of Friedrich Poppl 


An exhibition of the calligraphy of the late West 
German calligrapher and type designer. 
(90 slides) $50.00 


Typo & 


A 1983 exhibition of the work of nine contem- 
porary Czechoslovakian designers. (225 slides) 
$50.00 


Typographica USSR 


Acollection from the 1985 exhibition organized 
by the Artists Union of the USSR in Moscow, on 
Soviet typography, calligraphy and type design. 
(230 slides) $50.00 


Typographic Treasures 1: Herb Lubalin 


The graphic and typographic design of Herb 
Lubalin. This exhibtion was formerly called 
“Lubalin in Paris” (200 slides) $50.00 


Typographic Treasures 2: 
Professor F.H.Ernst Schneidler 


“Der Wasserman’ a portfolio of the graphic 
design and typography of the late German 
professor FH.Ernst Schneidler. (122 slides) 
$50.00 


Typographic Treasures 3: Paul Rand 


Fifty years of the typography and graphic design 
of Paul Rand. (392 slides) $50.00 


Typographic Treasures 4: 
Gudrun and Hermann Zapf 


Calligraphy, type design, and book design are 
featured in this exhibition of these West Ger- 
man designers. Also included are examples of 
bookbinding by Gudrun Zapf. (290 slides) 
$50.00 


For additional information and copies of the 
rental agreements, contact Sharon Fuller, ITC, 
2 Hammarskjold Plaza, New York, NY 10017, 
USA. Telephone: (212) 371-0699. 


Cheryl Taylor 
started out asa 
flight attendant— 


but she really had 
Interior Design 

6 ® 

in mind. 

A career path can take surprising turns. 

Cheryl Taylor, graduate of The Art Institute of 
Houston, describes how specialized training com- 
bined with personal initiative led her to a promis- 
ing future in New York. 

“After eleven years as a flight attendant for Pan 
Am, I enrolled at The Art Institute of Houston bent 
on a career in interior design. The concentration 
of the program and the top-notch professionals we 
worked with taught me to view the fundamentals 
of design as an integral part of daily life. 

“Employment Assistance found me a part-time 
job at an interior design showroom in Houston, 
while I attended The Art Institute. Later on, I was 
present at a Career Day lecture at the school given 
by an editor at Houston Home and Garden and 
shortly afterwards went to work there as the lec- 
turing editor’s assistant. Promoted to Design Edi- 
tor, I left after three years to become the editor of 
the Spring Living Guide, at an Atlanta newspaper. 

“A year later I got a phone call from the editor 
I had first worked for in Houston, asking me to 
come to New York to join the staff of Decorating 
Remodeling Magazine, a publication of The New 


York Times Company. I am now the publication's 
Home Furnishings Editor.” 


SUCCESS STORY 


We teach our students more than design and art. We teach work. 


Graphic design, photography, interior design and other creative 
programs at The Art Institutes, prepare students with a solid base 
for successful careers. As a group, the schools have America’s 
highest enrollment of design students—from all 50 states and 48 
foreign countries. Professional-level instructors, outstanding 
facilities and a well-designed curriculum are the key. Graduates 
have record levels of success in the job market. If you are an 
employer planning to hire—or a student planning a creative career 
—we’'d like to hear from you. Write or phone toll free. 


Art Institute of Atlanta 
Art Institute of Dallas 


Art Institute of Fort Lauderdale 
Art Institute of Houston 
The Art Institute of Philadelphia 
a Art Institute of Pittsburgh 
Institut Art Institute of Seattle 
Colorado Institute of Art 


For a prompt reply, CALL TOLL FREE 1-800-245-6710 


I I am an employer of design LJ I am interested in a career 


talent. Please send me more in design. Please send me 
information about the graduates information about The Art 

of The Art Institutes. Institutes and their programs. 
LOCATION PREFERRED: 

COMPANY PHONE 

ADDRESS 

CITY STATE zIP 


Or send this coupon to: Edward A. Hamilton, Design Director 


The Art Institutes 


| 

| 

| 

| 

| 

| 

| 

| 

NAME : 
| 

| 

| 

| 

| 

| 

34 South Broadway, White Plains, NY 10601 | 
| 


Circle 205 on Reader Service Card 


52 


a 
ITC American 
Typewriter* 
Light 
Light Italic 
Medium 
Medium Italic 
Bold 
Bold Italic 
Light Condensed 
Medium Condensed 
Bold Condensed 


ITC Avant Garde 
Gothic" 


Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 

Medium Oblique 
Demibold 
Demibold Oblique 
Bold 

Bold Oblique 

Book Condensed 
Medium Condensed 
Demibold Condensed 
Bold Condensed 


ITG Barcelona’® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


Bice: 


b 


ITC Bauhaus* 
Light 

Medium 
Demibold 
Bold 

Heavy 


ITC Benguiat’ 


Book 

Book Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Book Condensed 

Book Condensed Italic 
Medium Condensed 
Medium Condensed Italic 
Bold Condensed 

Bold Condensed Italic 


ITC Benguiat Gothic” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


ITC Berkeley Oldstyle” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Bookman* 
Light 

Light Italic 
Medium 
Medium Italic 
Demibold 
Demibold Italic 
Bold 

Bold Italic 


ITC Caslon 224 
Book 

Book Italic 
Medium 

Medium Italic 
Bold 

Bold Italic 

Black 

Black Italic 


ITC Century” 

Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


THE TYPEFACES SHOWN ON THESE PAGES REPRESENT THE COMPLETE COLLECTION OF ITC TYPEFACES AS OF FEBRUARY 19, 1990. 


C 


ITC Cheltenham” 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 


_ Ultra Italic 


Light Condensed 

Light Condensed Italic 

Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 

Ultra Condensed Italic 


ITC Clearface® 


Regular 
Regular Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 
Black 
Black Italic 


ITC Cushing” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 

Heavy Italic 


ITC Elan” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Eras” 
Light 
Book 
Medium 
Demi 
Bold 
Ultra 


ITC Esprit’ 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Fenice* 
Light 

Light Italic 
Regular 
Regular Italic 
Bold 

Bold Italic 
Ultra 

Ultra Italic 


ITC Flora™ 


Medium 
Bold 


ITC Franklin Gothic” 
Book 

Book Italic 

Medium 

Medium Italic 

Demi 

Demi Italic 

Heavy 

Heavy Italic 


Friz Quadrata 


Friz Quadrata 
Friz Quadrata Bold 


ITC Galliard’ 


Roman 

Italic 

Bold 

Bold Italic 
Black 

Black Italic 
Ultra 
Ultra Italic 


ITC Gamma” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Garamond* 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Giovanni” 
Book 

Book Italic 

Bold 

Bold Italic 

Black 

Black Italic 


ITC Golden Type™ 
Original 

Bold 

Black 


ITC Goudy Sans* 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


TTC Isadora™ 
‘Regular 
Bold 


ITC Isbell” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


Italia 
Book 
Medium 
Bold 


ITC Jamille™ 
Book 

Book Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Kabel” 


Book 
Medium 
Demi 
Bold 
Ultra 


ITC Korinna® 


Regular 

Kursiv Regular 
Bold 

Kursiv Bold 

Extra Bold 

Kursiv Extra Bold 
Heavy 

Kursiv Heavy 


ITC Leawood® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Lubalin Graph’ 
Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 

Medium Oblique 
Demi 

Demi Oblique 
Bold 

Bold Oblique 


ITC Mixage” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Modern No. 216° 
Light 

Light Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Heavy 

Heavy Italic 


ITC New Baskerville” 
Roman 

Ttalic 

Semi Bold 

Semi Bold Italic 

Bold 

Bold Italic 

Black 

Black Italic 


ITC Newtext” 
Light 

Light Italic 

Book 

Book Italic 
Regular 
Regular Italic 
Demi 

Demi Italic 


ITC Novarese” 
Book 

Book Italic 
Medium 

Medium Italic 
Bold 

Bold Italic 

Ultra 


ITC Pacella* 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Panache™ 


Book 

Book Italic 
Bold 

Bold Italic 
Black 
Black Italic 


ITC Quorum” 
Light 

Book 
Medium 

Bold 

Black 


ITC Serif Gothic* 
Light 

Regular 

Bold 

Extra Bold 

Heavy 

Black 


ITC Slimbach* 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Souvenir® 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Bold 

Bold Italic 


ITC Stone informal” 


Medium 
Medium Italic 
Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 


ITC Stone Sans™ 


Medium 
Medium Italic 
Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 


ITC Stone Serif™ 


Medium 
Medium Italic 
Semi Bold 

Semi Bold Italic 
Bold 

Bold Italic 


ITC Symbol’ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 
Black Italic 


ITC Tiepolo” 
Book 

Book Italic 
Bold 

Bold Italic 
Black 

Black Italic 
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ITC Tiffany 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Heavy 
Heavy Italic 


ITC Usherwood’ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Veljovic’ 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Weidemann® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Zapf Book” 
Light 

Light Italic 
Medium 

Medium Italic 
Demi 

Demi Italic 
Heavy 

Heavy Italic 


ITC Zapf Chancery* 
Light 
Light Italic 


‘Medium 


Medium Italic 
Demi 
Bold 


ITC Zapf International’ 
Light 

Light Italic 

Medium 

Medium Italic 

Demi 

Demi Italic 

Heavy _ 

Heavy Italic 
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ITC Latif™ 

Leu! Laub) voir 

Jie Laut Lasts) 

baugic Sab wcouw 

Jibs lausagiie Laue) 
qui LaabJ BOLD 

Wile sguulvaub) BOLD ITALIC 


LIGHT ITALIC 


MEDIUM ITALIC 


ITC Boutros Calligraphy™ 


ITC Boutros Setting™ 
au] gore orbs 

Ssle yos| gouo yosles 
bugis Gro yw ybs 

Wile Basgie Goro yoybs 
RYery aoc 8 ps 
Fao ogntssl Pave unybs 


ITC Boutros Kufic™ 


Can) syle uel —usir Jal 4394 guy 

Jie Gas) alesse Qayles usin Sho yaul G94 guykas 

tangs Sylaie Gupte — mevium fasigio 7yAg4 uy 

Sole Jaragie Splasis gayle epi imac JSike Faigio gAg4 yuyhu 
29-1) Byte yu yfas 010 Mig sil) 7g a jay ba 
Sirk dquttlS phasis yt phy soio tic Side rng sit} ga yy pas 


LIGHT 


LIGHT ITALIC 


Jil Jaul zuar KagS gusks 


MEDIUM bawigip tuard $4gS uy bas 


MEDIUM ITALIC 


BOLD 


BOLD ITALIC 


LIGHT 


Sie Hauusin Had Mig sus 
asl Sag $MgS sashes 
Site agul Amr QigS yuytos 


Low Aer un 


LIGHT ITALIC 


MEDIUM 


MEDIUM ITALIC 


BOLD 


BOLD ITALIC 


ITC Display Typefaces 


ITC AKI LINES*” 


IG Wypewrritkerr IFO Owtlime* 


ITC Bauhaus Heavy’ 
[7 Bauhaus hleavy Outline: 
ITC Bernase Roman® 
ITC Bolt Bold’ 
ITC/LSC Book Regular Roman’ 
ITC/LSC Book Regular Italic: 
ITC/LSC Book Bold Roman: 
ITC/LSC Book Bold Italic: 
ITC/LSC Book X-Bold Roman: 
ITC/LSC Book X-Bold Italic: 
ITC Bookman Outline witin ae 
ITC Bookman Contour with Swash 
ITC BUSORANIA LIGHT® 
ITC BUSORANYA NYEDIUNY” 
ITC BUSORAMA BOLD” 
ITC Caslon Headline 
ITC/LSC Caslon Light No. 223° 
ITC/LSC Caslon Light No. 223 Italic® 
ITC/LSC Caslon Regular No. 223° 
ITC/LSC Caslon Regular No. 223 Italic: 
ITC/ LSC Caslon Bold No.223° 
ITC/LSC Caslon Bold No. 223 Italic: 
ITC/LSC Caslon X-Bold No. 223° 
ITC/LSC Caslon X-Bold No. 223 Italie: 
ITC Cheltenham Outlimes 
ITC Cheltenham Outline Shadow: 
ITC Cheltenham Contour’ 
ITC Clearface Outlines 
ITC Clearface Contour: 
ITC Clearface Outline Shadows 


ITC/LSC Condensed” 
ITCLSC Condensed Italie’ 
ITC Didi’ 

(irc eras Oualine* 
ITC Eras Contour’ 
ITC Fat Face’ 

ITC Firenze’ 

(VC Franklin Gothic Outlines 
INC Frankiin Shadow” 
ITC Franklin Gothic Contour: 
ITC Gorilla’ 

ITC Grizzly” 

ITC Grouch’ 

ITC Honda’ 

[iC Kaloel Outlines 
ITC Kabel Contour’ 
IrC Korinna Bold Outline’ 
ITC MACHINE® 
ITC MACHINE BOLD 
BIC /I8SC Manhattan: 
ITC MilanoRoman® 
ITC NEON® 
Ors COW LEEL” 

ITC Ronda Light® 
ITC Rondo’ 

ITC Ronda Bold” 

IC Seritt Gothic Bold Outlines 
ITC/L&C Stymie Hairlines 
ITC Tom's Roman® 
ITC Uptight Regular ° 
ITC Upright Neon: 


ITC Boutros Modern Kufic™ 


LIGHT 


LIGHT ITALIC 


MEDIUM 


MEDIUM ITALIC 


BOLD 


BOLD ITALIC 


ITC Boutros Rokaa™’ 


MEDIUM 


Auto-trace 


Built-in Bitmap — 
Font Editor 


Logo & Art Design 


Automatic 
PostScript Hints 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 


ABCDEFGHIJKLMN 
ABCDEFGHIJKLMN 
ABCDEPGHIJELMN 


Every character you see on 
this page was created using 


‘ontographer®. 

Whether you begin with a scanned imag 
an existing font template, or draw from 
scratch — its easy to design fonts using 

Fontographer. Righ ce the start! 

ces nS, 
Jiene 


ere 


Complete 
Character Sets 


AaBbCcDdEeFfGg 
Serie seee 


OoPpQqRrSsT 


ve 


Foreign Languages 
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ABL Computer Technologies 
Limited 


43/44 Albemarle Street 
London W1X 3FE 

England 

001-499-9461 

Daisy Wheels and Thimbles 


Adobe Systems Inc. 


1585 Charleston Road 

PO. Box 7900 

Mountain View, CA 94039-7900 
(415) 961-4400 

Interactive Software Tools for 
Graphic Arts 


Alphatype Corporation 


Avo’s Type & Lettering, Inc. 


Chartpak 


Filmotype Supplies, Inc. 


ONLY THE FOLLOWING 
SUBSCRIBER COMPANIES 
ARE LICENSED TO 
MANUFACTURE AND SELL 
ITC TYPEFACES 


Dr.-Ing Rudolf Hell GmbH 


17562 Eddy Drive 
Santa Ana, CA 92705 
(714)669-1327 

2" Film Fonts 


H. Berthold AG 


One River Road 
Leeds, MA01053 
(413)584-5446 
Dry Transfer Letters 


Compugraphic Corporation 


2952 Peachgate Court 
Glenview, IL 60025 
(312) 998-0871 

Film Fonts 


The Font Company 


Teltowkanalstrasse 1-4 

D-1000 Berlin 46 

West Germany 

(030)7795-1 

Front-Ends, Optomechanical 
Photo Units, Digital Photo 
Units/Digital Recorders, Headline 
Typesetter, Scanners 


Berthold Corporation 


200 Ballardvale Street 
Wilmington, MA01887 

(508) 944-6555 

EditWriters, CompuWriters, Text 
Editing Systems, MCS™ 8200, 
8400, 8600, Accessories and 
Supplies 


Computer Associates 
International, Inc. 


220 Campus Drive 

Suite 103 

Arlington Heights, IL 60004 
(312) 259-6800 
Workstation Ill and 
Alphacomposer 
Phototypesetting System 
CRS Digital Phototypesetter 


AGFA Compugraphic Division 


6035 Bristol Parkway 

Culver City, CA 90230 

(213) 670-9606 

Front-Ends, Optomechanical 
Photo Units, Digital Photo 
Units/Digital Recorder, Laser 
Recorders, Headline Typesetter, 
Scanners 


Berthold Inc. 


Agfa Corporation 

90 Industrial Way 

Wilmington, MA 01887 

(508) 658-5600 

EditWriter, CompuWriters, Text 
Editing Systems, 

MCS™ 8200, 8400, 8600, 
Accessories and Supplies 


Ampex Corporation 


401 Broadway 

Redwood City, CA 94063-3199 
(415)367-3440 

AVA-3 (Video Graphic Art 
Generator) 


Anagraph, Inc. 


3580 Cadillac Avenue 
Costa Mesa, CA 92626 
(714) 540-2400 

Graphic Express System for 
Signage 


Architext Inc. 


121 Interpark Boulevard 

Suite 1101 

San Antonio, TX 78216 

(512) 490-2240 

Custom Digitization Services 
and Digital Fonts for Xerox, IBM, 
Hewlett-Packard and PostScript 
Printers 


Artype, Inc. 


3530 Work Drive 

PO. Box 7151 

Fort Myers, FL 33901 
(813)332-1174 

Toll Free: 800-237-4474 
Dry Transfer Letters 

Cut Out Letters 


ASIBA GmbH 


Ostengasse 7 

8400 Regensburg 

West Germany 

(0941) 52240 

Letterplot 33 (Software for 
Signage) 


Aston Electronic Designs Ltd. 


125/127 Deepcut Bridge Road 
Deepcut, Camberley, 

Surrey GU16 6SD 

England 

0252 836221 

Video Character Generators 


Autologic, Inc. 


1050 Rancho Conejo Boulevard 
Newbury Park, CA 91320 

(805) 498-9611 
Manufacturerers of 
Phototypesetting and Laser 
Imaging System 


Autologic SA 


1030 Bussigny Pres Lausanne 
Switzerland 

021/89.29.71 

Bobst Graphic Products and 
Phototypesetting Systems 


60 McPherson Street 

Markham, Ontario L3R 3V6 
Canada 

(416) 475-8570 

Front-Ends, Optomechanical 
Photo Units, Digital Photo 
Units/Digital Recorder, Laser 
Recorders, Headline Typesetter, 
Scanners 


Bitstream Inc. 


Athenaeum House 

215 First Street 
Cambridge, MA02142 
(617) 497-6222 
Fontware and Digital Type 


British Broadcasting Corporation 


Broadcasting House 
London W1A 1AA 
England 

01-580-4468 

Video Fonts for the BBC 


C2 Computer Specialists 


RD1 

Box 1285 

Bangor, PA18013 
(215) 588-0047 
Fonts Galore System 


Camex, Inc. 


75 Kneeland Street 

Boston, MA02111 
(617)426-3577 
SuperSetter Digital Imaging 
Systems for Text 


Casady & Greene Inc. 


26080 Carmel Rancho Boulevard 


Suite 202 

Carmel, CA 92923 

(408) 646-4660 
Manufacturer of Bitmap and 


- PostScript Typefaces for 


Macintosh 
C. Centennial, Inc. 


23 Centennial Drive 
Centennial Park 

Peabody, MA01960 

(508) 532-5908 
Manufacturer of Custom and 
Standard Font 

Products for Laser Printers and 
Dot Matrix Printers 


Cello-Tak Mfg., Inc. 
35 Alabama Avenue 
Island Park, NY 11558 
(516)431-7733 

Dry Transfer Letters 
Century Software 


2483 Hearst 
Berkeley, CA 94709 
(415)549-1901 
Laser Fonts 


Great Valley Corporate Center 
40 Valley Stream Parkway 
Malvern, PA 19355 

(215) 251-9890 

Develop, Market, and Distribute 
Graphic Software for 

Apple Macintosh Computer 


Computer Gesellschaft 
Konstanz MBH 


Max-Stromeyer-Strasse 116 
D-7750 Konstanz 

West Germany 
(07531)87-4433 
Laserset-Laser Typesetter 
OCR-Equipment 


Computer Output Printing, Inc. 


4828 Loop Central Drive 
Houston, TX 77081 
(713)666-0911 

High End Electronic Printing 
Systems and Digital Fonts 


Conographic Corporation 


16802 Aston 

Suite 1101 

Irvine, CA92714 

(714) 474-1188 

ConoFont;” ConoFont™ Maker, 
ConoType;” ConoDesk™ 6000 


Digital Composition Systems, Inc. 


1715 West Northern 

Suite 201 

Phoenix, AZ 85021 
602-870-7666 

Database Publishing Software 
for Microcomputer Users 


Digital Type Systems, Ltd. 


38 Profile Circle 
Nashua, NH 03063 
(603) 880-7541 


Box 115, Place D’'Armes 
CH-1618 Chatel St. Denis 
Switzerland 

021-569256 


27 Park End Street 
Oxford 
Oxfordshire 
England 


Digital Typefaces in Outline or 
Bitmap Form for any Digital 
Output Device 


Digital Visions, Inc. 


454 West 46 Street 

New York, NY 10036 
(212)581-7760 

Interactive Computer Graphics 
Software 


Dubner Computer Systems, Inc. 


6 Forrest Avenue 
Paramus, NJ 07652 
(201)845-8900 
Broadcast TV Equipment 


ETP Systems, Inc. 


10150 SW Nimbus Avenue 

Suite E-2 

Portland, OR 97223 
(503)639-4024 

Manufacturers of Laser 
Publishing Systems Incorporating 
Typesetting and Fonts into Unix 
Based Computer Systems 


4101 East Larkspur Drive 
Phoenix, AZ 85032 

(602) 996-6606 

PostScript Publisher of URW 
Library for Macintosh and PC 


The Font Factory 


2400 Central Parkway 

Suite A 

Houston, TX 77092 

(713) 682-8973 

Desktop Publishing Typefaces 
for Ventura Publisher and 
Window/Pagemaker 


Fonts 
Hardy/Williams (Design) Ltd. 


300A High Street 
Sutton, Surrey 
SM1 PQ England 
01-636-0474 
Font Manufacturer 


Fundicion Tipografica 
Neufville, S.A. 


Puigmarti, 22 
Barcelona-12 
Spain 
2195000 
Poster Types 


GDT Softworks Inc. 


Suite 188 

4664 Lougheed Highway 
Burnaby 

British Columbia V5C 6B7 
Canada 

(604) 291-9121 

Developer of Macintosh Printer 
Driver, Employs Outline Font 
Technology for HP Deskjet, 

HP Laserjet Series, and HP Laser 
Compatible Printers 


General Parametrics Corp. 


1250 Ninth Street 
Berkeley, CA 94710 
(415) 524-3950 


Genigraphics Corporation 


4806 West Taft Road 
Liverpool, NY 13088 

(315) 451-6600 

Computer Generated Graphic 
Production 


Geographics, Inc. 


PO. Box R-1 

Blaine, WA 98230 
(206)332-6711 
Dry Transfer Letters 


Gepeto Eletronica Ltda 


Praia de Botafogo 440-16 andar 
Rio de Janeiro CEP 22250 

Brazil 

(021) 286-8284 

Telex 021-33499 

Digital Phototypesetters 
Photocomposition Systems 


Graphic Products Corporation 


1480 South Wolf Road 
Wheeling, IL 60090 

(312) 537-9300 

Format Cut-out Acetate Letters 
and Graphic Art Aids 


Hampstead Computer Graphics 


378 Emerson Avenue 
Hampstead, NH 03841 
(603) 329-5076 

Software for Typesetting on 
Personal Computers 


Harris Corporation 
Harris Composition Systems Div. 


RO. Box 2080 

Melbourne, FL 32901 

(305) 259-2900 

Fototronic 4000, TXT, 1200, 600 
CRT 7400, 7450 


Grenzstrasse 1-5 
D2300 Kiel 14 

West Germany 
(0431)2001-1 

Digiset Phototypesetting 
Equipment and Systems, 
Digiset-Fonts 


High Technology Solutions 


Esselte Letraset 
Letraset Limited 


St. George’s House 
195/203 Waterloo Road 
London SE1 82) 
England 

(01)930-8161 

Dry Transfer Letters 


Letraset USA Inc. 


RO. Box 3426 
Poughkeepsie, NY 12603 
(914)473-5700 

MPS Front End System and 
Fastsetter Typesetter 


Image Club Graphics Inc. 


#5 1902 11th Street Southeast 
Calgary, Alberta T2G 3G2 
Canada 

(403) 262-8008 

Manufacturer of PostScript 
Typefaces 


Imagen Corporation 


2650 San Tomas Expressway 
Santa Clara, CA 95052-8101 
(408) 986-9400 

Electronic Printing Systems 


Information International, Inc. 


5933 Slauson Avenue 
Culver City, CA90230 
(213)390-8611 
Phototypesetting Systems 


International Business 
Machines Corporation 


Old Orchard Road 
Armonk, NY 10504 
Electronic Printing Systems 


International Digital Fonts 


1431 6th Street Northwest 
Calgary, Alberta T2M 3E7 
Canada 

403-284-2288 

Digital Fonts for Laser Printers 
and Typemasters 


Intran Corporation 


Gateway North 

5601 Smetana Drive 
Minnetonka, MN 55343 
(612)931-9170 

Digital Fonts, Xerox High-End 
Printing Systems 


tek Graphix Corp. 


Composition Systems Division 
34 Cellu Drive 

Nashua, NH 03060 
(603)889-1400 
Phototypesetting Systems and 
Equipment, Film Strips, Standard 
and Segmented Discs, and 
Digitized Fonts 


Izumlya Co., Inc. 


Ebisu Subaru Building 4F 
20-08, Ebisu 1-chome 
Shibuya-ku, Tokyo 150 
Japan 
011-81-3-440-1531 


Knowledge Engineering 


115 Mason Street 
Greenwich, CT 06830 
(203) 622-8770 
Knowledge Engineering's 
Ultre*Setter System 


LaserGo, Inc. 


SuiteA 

9235 Trade Place 

San Diego, CA 92126 

(619) 530-2400 

PostScript Interpreter Software- 
GoScript’ GoScript Plus™ 


LeBaugh Software Corporation 


40 Eisenhower Drive 
Paramus, NJ 07652 
(201)845-6100 

Dry Transfer Letters 


Linographics 


770N. Main Street 

Orange, CA 92668 
(714)639-0511 

Display Typesetters, 2” Film Fonts 


Linotype 

Linotype Company 
425 Oser Avenue 
Hauppauge, NY 11788 
(516) 434-2074 


Linotype Limited 

Chelham House 

Bath Road 

Cheltenham Glos. GL53 7LR 
Great Britain 

(0242) 222 333 


Linotype AG 

Mergenthaler Allee 55-75 
D-6236 Eschborn bei Frankfurt 
West Germany 

(06196) 982 760 


Typefaces and Fonts of Digital 
Typesetters (CRT and Laser), and 
other Visual Communication 
Equipment (e.g. PostScript 
Laserprinters). 

Linotronic Laser Imagesetters 
CRTronic Imagesetting 
Equipment and Systems 


Management Graphics, Inc. 


1401 79th Street East 
Minneapolis, MN 55425 
(612) 854-1220 
Manufacturer of Slide-Making 
System 


Mecanorma 


78610 LePerray-en-Yvelines 
Paris, France 

483.90.90 

Dry Transfer Letters 


MegaCon, Inc. 


3925 Coconut Palm Drive 
Suite 115 

Tampa, FL 33619 
(813)626-6167 
Non-Impact Page Printing 
Systems 


Mephistopheles Systems 
Design 


3629 Lankershim Boulevard 
Hollywood, CA 90068-1217 
(818) 762-8150 

MSD Fonts 


Mesac GmbH 


Saarstrasse 29 

6360 Friedberg/H. 

West Germany 
06031/3677 

UNI.LET (CAD/CAM System) 


Microtype 


8 Faubourg St. Jean 
21200 Beaune 

France 

Film Fonts Manufacturer, 
Alphabet Designers 


Mirus Corporation 


10824 Old Mill Road 
Suite 6 

Omaha, NE 68154 
(402)334-4820 
Manufacturer of LePrint™ 
Software 


445 South San Antonio Road 
Los Altos, CA94022 

(415) 949-5544 

Mirus FilmPrinter 


FOR FURTHER INFORMATION WRITE OR CALL: INTERNATIONAL TYPEFACE CORPORATION 2 HAMMARSKJOLD PLAZA, NEW YORK, NEW YORK 10017 (212) 371-0699 TELEX: 669204 


The Monotype Corporation 
Limited 


Salfords, Redhill, Surrey 
England 

(737)65959 

Visual Communications 
Equipment 


NBS Southern, Inc. 


100 North Belcher Road 
Clearwater, FL 33575 
(813)539-6283 

Electronic Printing Systems 


NEC Information Systems, Inc. 


1414 Massachusetts Avenue 
Boxborough, MA01719 
(617)264-8000 

Personal and Small Business 
Computer Systems, Printers and 
Peripherals 


Neo-Visuals, Inc. 


1200 Eglington Avenue E 

Suite 404 3 

Don Mills, Ontario 

Canada M3C 1H9 

(416) 443-9811 

High End 3D Computer Graphics 
and Animation 


Nippon Information Science Ltd. 


Sumire Building 4F 

5-4-4 Koishikawa 

Bunkyo-ku, Tokyo 112 

Japan 

(03)945-5955 

Digital Fonts, Latin and non-Latin 
Alphabets, including Kanji 
Characters 


Officine Simoncinis.p.a. 


Casella Postale 776 

40100 Bologna 

Italy 

(051)744246 

Hot Metal Composing Matrices 
and Phototypesetting Systems 


Phoenix Technologies Ltd. 


320 Norwood Park South 
Norwood, MA02062 

(617) 551-4000 

Operating System for Laser 
Printers 


PhotoVision of California, Inc. 


PO. Box 552 

Culver City, CA 90230 

(213) 870-4828 

Toll Free: 800-421-4106 
Spectra Setter 100, Visual 
Display Setter, and 2” Film Fonts 


Polycutters Limited 


25 Bridge Street 
Rothwell, Kettering 
Northants NN14 2JW 
England 

(0536) 712627 


Presentation Technologies, Inc. 


743 N. Pastoria Avenue 
Sunnyvale, CA 94086 
(408) 749-1959 
Image-Maker Slide-Making 
System 


Pressure Graphics, Inc. 


1725 Armitage Court 
Addison, IL 60101 
(312)620-6900 

Dry Transfer Letters 


Prestype, Inc. 


194 Veterans Boulevard 
Carlstadt, NJO7072 
(201)933-6011 

Dry Transfer Letters 


Printing Machine Trading 
Company 


3-21-4 Minami Oi 
Shinagawa-ku, Tokyo 
Japan 

(03) 763-4141 


Professional Software 
Associates Inc. 


1900 East Fourth Street 

Suite 215 

Santa Ana, CA 92705 
714-558-0145 

Software Development, Custom 
Font Development for Laser 
Printers 


PROSOFT 
Tesler Software Corporation 


7248 Bellaire Avenue 
No. Hollywood, CA 91605 
(818) 764-4555 
“Fontasy” Software 


Purdy and Associates, Inc. 


100 Perimeter Road 

Nashua, NH 03063 

(603) 883-9796 

Device Independent Computer 
Board for Printers 


Purup Electronics 


TypeMasters, Inc. 


5 Sonderskowej 
8520 Lystrup 
Denmark 

456-28 2211 

Laser Forms Printers 


Quantel Group Ltd. 


Kenley House 

Kenley Lane 

Kenley, Surrey 

CR2 5YR 

England 

01-668-4151 

Designers and Manufacturers of 
Digital Television Broadcasting 
Equipment; the Paint Box 


Qume Corporation 


2350 Qume Drive 

San Jose, CA95131 

(800) 223-2479 
Manufacture and Distribute 
Electronic Office Printing 
Systems 


Ryobi Limited 


762 Mesaki-Cho 

Fuchu-Shi 

Hiroshima-Ken 726 

Japan 

Text/Display Phototypesetters 


Scangraphic Dr. Boger GmbH 


Rissner Strasse 112-114 
2000 Wedel/Hamburg 

West Germany 

(04103) 6021-25 
Manufacturer of the Scantext 
Phototypesetting System, 
Frontend, Typesetter, Graphic 
Page, Logoscanner, Interfaces 
and Digital Fonts 


Simulation Excel A.S. 


Dag Hammarskjolds vei 15 
Oslo 5 

Norway 

Tel: 47-2-15 66 90 
PAGEscan Digital Typesetter 
PAGEcomp Interactive Ad 
and Page Make-up Terminal 


SoftCraft, Inc. 


227 N. El Camino Real #201 
Encinitas, CA 92024 
(619)944-0151 

SoftCraft Font Library 


Special Graphic Lettering 
Systems Holland B.V. 


PO. Box 211 

2160 AE Lisse 

The Netherlands 
01718-26114/22871 
Dry Transfer Lettering 


Straightforward 


15000 Halldale Avenue 
Gardena, CA90249 
(213)324-8827 

Z-Font Software 


Sumitomo Bakelite Co., Ltd. 


2-2,1-chome, Uchisaiwai-cho 
Chiyoda-ku, Tokyo 100, Japan 
(03)595-9391 

Printwheels, Daisy Wheels and 
Thimbles 


Sun Microsystems/Folio 


100 View Street 

Suite 106 

Mountain View, CA 94042 

(415) 967-9760 

Technology for Digital Typography 


Talaat/Stellato Associates, Inc. 


45N.E. Loop 410 
Suite 660 

San Antonio, TX 78216 
(512) 525-1131 
Digital Computer Fonts 


Technographics/Film Fonts 


PO. Box 552 

Culver City, CA 90230 
(213)870-4828 

Toll Free: 800-421-4106 

Film Fonts, Studio Film Kits, and 
Alphabet Designers 

Tegra, Inc. 

Middlesex Technology Center 
900 Middlesex Turnpike 
Billerica, MA01821 

(508) 663-7435 

Electronic Printing and Imaging 
Systems 


Tektronix, Inc. 


Wilsonville Industrial Park 
26600 S.W. Parkway 
Wilsonville, OR 97077 
(503) 682-3411 


Ink Jet Printers 4692/4695/4696, 


Laser Printer 4636, 
Thermal Wax Printer 4693 
Models, Phaser Printer 
Card 4530 and Quick Draw 
Printer Driver 


15 Union Hill Road 

West Conshohocken, PA 19428 
(215) 834-7840 

2” Film Fonts 


URW Unternehmensberatung 


Karow Rubow Weber GmbH 
Harksheider Strasse 102 

2000 Hamburg 65 

West Germany 

(040)602 1071 
IKARUS—Digital Type Production 
SIGNUS—Type Setting with Foils 


U.S. Lynx 


853 Broadway 

New York, NY 10003 
(212)673-3210 

Lynx Laser Plain-Paper Proofing 
System 


Varitronic Systems, Inc. 


300 Shelard Tower 

600 South County Road 18 
Minneapolis, MN 55426 
(612)542-1500 

Merlin Electronic Lettering 
Systems for the Office 


Varityper 

ATegra Company 

11 Mt. Pleasant Avenue 
East Hanover, NJ 07936 
(201) 887-8000 
Phototypesetting and 
Photolettering Systems 


VCG Holdings 


Berkshire House 

56 Herschel Street 

Slouth SL1 LPY 

England 

Software Developers for 
Presentation Graphics for 
Macintosh and IBM Systems 


VideoSoft, Inc. 


2101 South Broadway 

Little Rock, AR 72215 
(501)376-2083 

Supplier and Manufacturer of 
Digital Fonts for Electronic 
Systems 


Visi-Graphics 


8119 Central Avenue 
Washington, DC 20027 
(301)366-1144 

Dry Transfer Letters 


Visual Graphics Corporation 


5701N.W. 94th Avenue 
Tamarac, FL 33321 

(305) 722-3000 

Manufacturer of Photo Typositor 
and Original Typositor Film Fonts 


Wang Laboratories, Inc. 


One Industrial Avenue 
Lowell, MA01851 

(508) 459-5000 

Office Automation Specialist 


Xenotron, S.A. 


3, Rue Sandoz 
B.P.118 

93130 Noisy-le-Sec 
France 

(1) 48 91 78 33 
Manufacturer of Laser 
Imagesetters 


Xerox Corporation 


Xerox Font Center 

880 Apollo Street 

MS P2-83 

El Segundo, CA 90245 

(213) 333-6612 

Fonts for Xerox Printing Systems 


Zipatone, Inc. 


150 Fencl Lane 
Hillside, IL. 60162 
(312)449-5500 
Dry Transfer Letters 


Authorized Suppliers of 
ITC Typefaces in Digital Form 


Adobe Systems, Inc. 

Bitstream Inc. 

Compugraphic Corporation 
Digital Type Systems, Ltd. 
Linotype GmbH 

Nippon Information Science Ltd. 
URW Unternehmensberatung 


Authorized Distributors 
of ITC Typefaces 


AGFA-Gevaert N.V. 

Apple Computer Inc. 

Bitstream Inc. 

Cubicomp 

Datalogics Incorporated 
Delphax Systems 

Dicomed Corporation 

Digital Equipment Corporation 

Digitized Information Systems 
Corporation (Ghent, Belgium) 

Eocom 

General Optronics Corporation 

Kanematsu Electronics Ltd. 

Scitex Corporation Ltd. 


While the Supply Lasts 


Logistics have necessitated that we discontinue 
our inventory of booklets listed below. We will 
fill your order as long as our supply lasts. 


Name 


Company 


Title 


Street Address 


City Country 


To obtain these ITC type specimen booklets, complete and mail 
this order form. All orders must be accompanied by a remittance. 
Please make checks payable, In U.S. funds, to ITC-Dept. SB, at: 


2 Hammarskjold Plaza, New York, NY 10017, USA. 


Quantity Unit Price 
ITC BOOKLETS: 

____ITC American Typewriter® ..............::c0ceceeeeeee $1.00 

___ ITC Avant Garde Gothic® with Oblique............. 1.00 

____ITC Avant Garde Gothic® Condensed.............. 1.00 

___ITC Barcelona® 

— ITE Baus iis issatiscunsnccostsennstendanen Setar 

___ITC Benguiat® ... 

___ITC Benguiat® Condensed................::::00eee 1.00 

___ITC Benguiat Gothic® .............cccceceeceeee ee eeeee 1.00 

___ITC Berkeley Oldstyle® .............0ccceeeeees tenes 1.00 

a TE Bestia ci casa leneaetines aqneeye 1.00 

H— ITC Caslon NO( 224 Ow. d3 cnc. asesaracehssaperctasses 1.00 

___ITC Century® with Condensed ...............600008 1.00 

___ITC Cheltenham® with Condensed................. 1.00 

—— ITC Cleartace? ai. cesaictersneueasas ona OO 

——— "WIC Cushing: iirivcrcre neta cenpaatardies ceaenencens 1.00 

NTC BIRO), ctevesncgtaasvgeossos pace eravedeeemenenes 

= TTC RSS i acect raps eteddun ces eteeO h detar coral aataaas 

__ITC Esprit® 

___ITC Fenice® 

—— ITC Flora™ 

___ITC Franklin Gothic® 

___Friz Quadrata 

SAAC GOA acs ics veceucoostagevsie eee ceues cpus cer terk 

= _ ATO GHIA RL:. hoe rcs actasmapaatratedaaneebers 

___ITC Garamond® with Condensed 

cence TO GIGOIVATT ods ssh be ccccasiiperbsees comieavigaee 1.00 

___ITC Golden Type™ ... et OO 

= IFC Goudy SANSes. ..cs25sececs.stonnevdodcessasaraysee 1.00 

aoZITC Ieadorae tics ase ctrsansts Ceimuac epee soaeaoune 1.00 

— IT CISBON PN ecko outea acchboszeacntansaeiarsentoakete? 1.00 

ae EAR ac ocacerya aden acirn cages cadat bc ren asindd ciereo mon ecn one 1.00 

a ATG SOO es Siete 00k Cofandgaui ages aaekcateecatvs bas 1.00 

—— I TCMAI PS de. docacsi te fos aries posecatmnetes connee ease a) 1.00 

___ ITC Korinna® with KurSiv ...........0...:scceeeeeneeee 1.00 

—_ITC Leawood” ........... .. 1.00 

___ITC Lubalin Graph® with Oblique .................. 1.00 

= NTCIMIXABE Pati sch Auahocstuntah dante cokag aan caer es 1.00 
ITC: ModemiNo, 216. 63: ccdgSesicannecicestnn rast 1.00 

_*_ITC New Baskerville® .............ccceecereeeeeeee eee 1.00 

SUC INGWieK Pa ssccvecunes 

___ITC Novarese® 

eNO PACE aM ic. cass sac aesncenerata oirnsenreeet eet 

___ITC Panache™ 

EITC QUORUHE 35 icsca; aeitearchcarve tern dev anaeatves 

= ITO Ser RGOUNCS Ss osciss ostasrso since eacunseatire 1.00 

—— ITE SH CH Es. sss sce vckesdenanastbaaadignian ehbasty 1:00 

___ITC Souvenir® 

—— ITC Stone™ ... = 

SANTO SYMON ices ch san paacorsssancttpcate eet Nupeeren 

r= TOTIeNGlS® Sirians esis ear eee zisdempeaeen 

=f TOTEM, WHER ENG iis sive ssaics geteua ton odawesd vos 1.00 

= ITE Ushierwood® s wisisesgecncpcenisiteesvevermntseued 1.00 

___ITC Veljovic®.. . 1.00 

ITE Weidemanin® 5 scavcnciiiavccsuseucds onttel teatcas 1.00 

NIG ZapEBOOK Fy .3.ccctesninaetieterestadulemaves 1.00 

ITE Zapf Charicery® veces Ganitcasesrstnmainrs 1.00 

<TC ZapfiDingbatst: ..ji..conncyapeaisanecasussssers 1.00 

ITC Zapf intemational?:.ocss.caxsiascraecsssncsesseas 1.00 


Total Order, in U.S. funds $ 

Add postage, 25¢ per booklet $ 

N.Y. Residents add state sales tax $ 
Remittance in U.S. funds enclosed $ 
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The Business-to-Business Directory of Products and Services in the Graphic Arts & Printing Industries 


Category Headings 3a. Typesetting Waldman Graphics 


|. Advertising Agencies 
. Airbrush Services _ 
3. Art Services 
. Typesetting 
4. Art Supplies 
. Color Proofing 
, Color Separations 
7. Computer Graphics | 
. Desktop Publishing 
. Direct Mail — 
. Direct Marketing — 
Envelope Manufacturing 
2. Graphic Design Services 
3. Lithography 
4. Paper — 
4a. Distributors — 
_ Merchants 
5. Pre-Press Services 


1. Advertising Agencies 


Krause Advertising & Design 
409 Shelmer 

Euless, TX 76039 
817-267-5739 


The Media Organization, Inc. 
40 Underhill Boulevard 

Suite 2B 

Syosset, NY 11791 
516-496-2577 

Fax: 516-496-3331 


2. Airbrush Services 


Hydra Color Systems 
61 Maple Valley Drive 
Carrollton, GA 30117 
404-834-1013 


Froehlich Advertising 
Services, Inc. 

8 Wanamaker Avenue 
Mahwah, NJ 07430-1918 
Product, logo, B&W line 
drawings. Send sample of 
work desired. 
201-529-1737 

Fax: 201-529-1918 


Charrette Corporation 
31 Olympia Avenue 
Woburn, MA 01888 
617-935-6000 


Metropolitan Graphic Arts 
930 Turret Court 
Mundelein, IL 50050 
312-566-9502 


Waldman Graphics 
9110 Pennsauken Hwy. 
Pennsauken, NJ 08110 
201-522-8778 


Mates Graphics 

658 Allwood Road 
Clifton, NJ 07012 
201-778-3110 

Specializing in magazine 
typesetting and prep, in 
both desktop and tradi- 
tional enviroments 


4. Art Supplies 


Charrette Corporation 

31 Olympia Avenue 
Woburn, MA 01888 
617-935-6000 

Art, Architectural, Office, 
Drafting and Design 
Supplies, Equipment and 
Reproduction Services. 


Grumbacher Inc. 
30 Englehardt Drive 
Cranbury, NJ 08512 
609-655-8282 


5. Color Proofing 


Identicolor International 
720 White Plains Road 
Scarsdale, NY 10583 
800-346-8815 
914-472-6640 

Fax 914-472-0954 

Call today for your free 
sample kit! 


6. Color Separations 


Stephenson, Inc. 

5731 General Washington Drive 
Alexandria, VA 22312 
703-354-6384 

1-800-336-4637 


R.O.P. Color, Inc. 
501 Bergen Street 
Harrison, NJ 07029 
201-482-8062 

Fax: 201-482-5134 


9110 Pennsauken Hwy. 
Pennsauken, NJ 08110 
201-522-8778 


Gotham Graphics Inc. 
120 Park Avenue 
Lyndhurst, NJ 
201-933-8324 


7. Computer Graphics 


MGI Computer Graphics 
2730 North 46th St. 
Milwaukee, WI 53210 
414-444-3500 

Professional quality slides 
from Adobe Illustrator, 
Aldus Freehand, etc. 1-2 day 
service, disk or modem. 


Artmania 

8961 Complex Drive 
San Diego, CA 92123 
619-277-0071 


8. Desktop Publishing 


Microprint 

214 Third Avenue 
Waltham, MA 02154 
617-890-7500 


Waldman Graphics 
9110 Pennsauken Hwy. 
Pennsauken, NJ 08110 
201-522-8778 


Compatible Systems Engineering 
7630 Little River Turnpike 

Suite 216 

Annardville, VA 22003 
703-941-0917 


Modern Design 

101 South Robertson Blvd. 
Suite 204 

Los Angeles, CA 90048 
213-858-7007 


9. Direct Mail 


The Mecklerstone, Inc. 
220 A Moore Street 
Philadelphia, PA 19148 
215-271-9800 

Fax: 215-271-9803 


Epsilon 

50 Cambridge Street 
Burlington, MA 01803 
617-273-0250 


10. Direct Marketing 


Macmillan Publishing 
866 3rd Avenue 

New York, NY 10022 
212-702-4305 


11. Envelope Manufacturing 


Double Envelope Corp. 
7702 Plantation Road 
Roanoke, VA 24019 
703-362-3311 

Fax: 703-366-8401 


Bowers Envelope Company 
5331 N. Tacoma Avenue 
Indianapolis, IN 46220 
312-253-4321 


12. Graphic Design Services 


U Design 

201 Ann Street 
Hartford, CT 06103 
203-278-3648 


Leader Graphic Design, Inc. 
1111 W. Dundee Road 
Wheeling, IL 60090 
708-459-9289 


Master Eagle 

40 West 25th Street 
8th Floor 

New York, NY 10010 
212-924-8277 


Wickham & Associates, Inc. 
1215 Connecticut Avenue NW 
Washington, DC 20036 
202-296-4860 

Fax: 202-331-1025 


Lee Goodman Design 
461 West 47th Street 

New York, NY 10036 

212-974-0297 

Fax 212-582-7062 


Fred B. Johnson Co., Inc. 
300 East Boundary Road 
Chapin, SC 29036 
803-345-5482 


13. Lithography 


First Impressions Lithographic Co. 
Adams Court 

Plainview, NY 11803 
516-333-3343 


14. Paper 16a. Publication Franklin Printing Company 


Bunting Lane 
PO Box 465 
Primas, PA 19018 
215-629-1001 


Coated Paper Division 
One Portland Square 
16th Floor 

Portland, ME 40101 
207-774-3557 


International Paper 

Coated Paper Division 

1290 Avenue of the Americas 
New York, NY 10104 
212-459-7300 


Penntech Papers, Inc. 
3 Barker Avenue 

White Plains, NY 10601 
914-947-1600 

Fax: 914-997-1238 


14a. Distributors 


Nashua Corporation 
44 Franklin Street 
Nashua, NH 03060 
603-880-2323 


14b. Merchants 


JB Paper 

Corporate Headquarters 
1121 Springfield Road 
Union, NJ 07083 
201-964-4500 


15. Pre-Press Services 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08110 
201-522-8778 


Horst Graphics Inc. 
5422 Antioch Drive 
Merriam, KS 66202 
913-831-2626 


Information 
International, Inc. 

§233 Slauson Avenue 
Culver City, CA 90233 
213-390-8611 

Computer based systems 
for pree-press production 
in newspaper, magazine, 
technical, financial and 
catalog publishing. 


Unitron Graphics 

4710 32nd Place 

Long Island City, NY 11101 
718-784-9292 

Fax: 718-706-0466 


York Graphic Services Inc. 
3600 West Market Street 
York, PA 17404 
717-792-3551 


Judd’s Inc. 

500 Fifth Avenue 
Suite 1901 

New York, NY 10110 
212-921-9180 


American Web 
4040 Dahlia Street 
Denver, CO 80216 
303-321-2422 


Editor’s Press Inc. 

6200 Editors Park Drive 
Hyattsville, MD 20782 
301-853-4900 

Fax: 301-853-4961 


K & R Printers 

32 Main Street 
Ellington, CT 06029 
1-800-221-6052 


Danner Press Corp. 

1250 Camden Avenue S.W. 
Canton, OH 44706 
216-454-5692 


Bei Graphics 

25 West 43rd Street 
New York, NY 10036 
212-840-3800 


The Sheridian Press 
Fame Avenue 
Hanover, PA 17331 
717-632-3535 

Fax: 717-633-8900 


16b. Specialty 


Prismagraphics, Inc. 
PO Box 703 
Milwaukee, WI 53201 
414-342-6464 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08110 
201-522-8778 


MPI Label Systems 
450 Courtney Road 
Sebring, OH 44672 


. 216-938-2134 


Label Art Inc. 

1 Riverside Way 
Wilton, NH 03086 
603-654-6131 


16c. Offset-Web-Commercial 


Jay Printing Company 
Warwick Industrial Drive 
Warwick, RI 02886 
401-739-7200 


The Hickory Printing Group, Inc. 
542 Main Avenue Southeast 

PO Box 69 

Hickory, NC 28603 

704-322-3431 

Fax: 704-328-5415 


S. Rosenthal & Company 
9933 Alliance Road 
Cincinnati, OH 45242 
513-984-0710 

Fax: 513-984-5643 


Modern Graphic Arts, Inc. 
3131 13th Avenue North 
St. Petersburg, FL 33713 
813-323-3131 


Halben Graphics 

29th Street and Mitchell Avenue 
Allentown, PA 18105 
215-797-6860 


Madden Graphics 
1147 West Jackson 
Boulevard 
Chicago, IL 60607 
312-738-6000 


Industrial Printing Company 
1635 Corning Drive 

Toledo, OH 43612 
419-476-9101 


Histaccount Printing Company 
965 Walt Whitman Road 
Melville, NY 11747 
516-351-4900 


Alladin Graphics & 
Printing 

454 Swedeland Road 
King of Prussia, PA 19406 
215-275-2244 


RR Donnelly 

100 5th Avenue 
Waltham, MA 02254 
617-466-9100 

Fax: 617-466-9125 


Marsden Reproduction, Inc. 
30 East 33rd Street 

New York, NY 10016 
212-725-9220 


Herlin Press Inc. 

475 South Hefferoran Drive 
West Haven, CT 06516 
203-934-6346 


Grafika Commercial 
Printing, Inc. 

PO Box 1714 
Reading, PA 19603 
215-375-8474 


Gray Printing Company 
401 East North Street 
Forsoria, OH 44830 
419-435-6638 


Science Press 

300 West Chestnut Street 
Ephrata, PA 17522 
717-733-7981 


Williamhouse Regency 
28 West 23rd Street 
New York, NY 10010 
212-691-2000 Ext.551 


Color Act 

10300 Watson Road 
St. Louis, MO 63127 
314-966-2000 

Fax: 314-966-4725 


Nahan Printing Co. 
6380 Saukview Drive 
St. Cloud, MN 56302 
612-251-7611 


Morrison Printing Co. 
1135 West Morris Blvd. 
Morristown, TN 37814 
1-800-251-0975 

Fax: 615-586-0322 


The John Roberts Company 
9687 East River Road 
Minneapolis, MN 55433 
612-755-5500 Ext. 405 


CPS Industries 

1715 Columbia Highway 
Franklin, TN 37065 
615-794-8000 

Fax: 615-791-5131 


Mercury Press Inc. 
7550 Industrial Drive 
Forest Park, IL 60130 
312-771-5700 


Burel & Fletcher Co., Inc. 
321 West 7th Street 
Kansas City, MO 64105 
816-842-1122 


Clarke and Courts, Inc. 
2929 Stemmons Freeway 
Dallas, TX 75247 
214-638-4400 

Fax: 214-637-0614 


Lakeway Publishers Inc. 
1609 West 1st North Street 
Morristown, TN 37814 
615-581-5603 


Classic Company 

318 Racquet Drive 
Fort Wayne, IN 46825 
219-484-9061 

Fax: 219-483-3184 


Lebanon Valley Offset Inc. 
Box L 

Annville, PA 17003 
717-867-3612 


Federated Lithographers 
369 Prairie Avenue 
Providence, RI 02901 
401-781-8100 


Media Printing 

8050 NW 74th Avenue 
Miami, FL 33166 
305-888-1300 


Consolidated Revere 
Graphics 

5050 Parkside Avenue 
Philadelphia, PA 19131 
215-879-1400 


Contort & Co., Inc. 

47-47 Austell Place 

Long Island City, NY 11101 
718-729-8900 

Fax: 718-786-7785 


THE BUYER'S GUIDE WAS CREATED ON A MACINTOSH 
COMPUTER USING QUARKXPRESS. 


The Business-to-Business Directory of Products and Services in the Graphic Arts & Printing Industries 


Page and Listing Samples 


Category Headings 1. Advertising Agencies 5. Binding 


Adverama Etc. Creative Ahead Equipment Co. 
829 Darrow Road 520 7th Street 
Twinsburg, OH 49870 ahi West Babylon, NY 11704 
216-425 -4446 516-957-3681 


LASEK 
COLOR 


SEPARATIONS 


Open 24 Hour, Quick Service, 
Excellent Quality, Best Prices: 


Fowler Communications Inc. 
2725 Devine Street 
Columbia, SC 29205 
803-799-7550 


GARY R. MARKOVITS 


E & M BINDERY, INC. 


4x5 - $ 60.00 
5x7 -$ 70.00 


E B Advertising Display pion pp taeat cat or : : ae 
2037 Wales Road NW * SPIRAL BINDING x10 - 9 90. 


* PERFECT BINDING 10x12 - $100.00 
11x14 - $130.00 
12x18 - $180.00 
16x20 - $200.00 
Special prices for large quantities. 
Matchprint proof included. 


Massillon, OH 44646 
216-799-7550 


* AUTOMATIC COLLATING 


33-02 SKILLMAN AVE. 
LONG ISLAND CITY (718) 706-7100 
NEW YORK 11101 Fax (718) 784-4585 


Casey Associates, Inc. 
214 Maple Street 


E & M Bindery, I 
Holyoke, MA 01040 33.02 Skillman Avenue a Call (212) 627-8212 
413-534-7371 Long Island City, NY 11101 

718-706-7100 


Suburban Graphics Supply Corp. 


699 Albany Avenue 
N. Amityville, NY 11701 
516-842-7666 


W: 


W&D Laser Scan, Inc. 
627 Greenwich St., NYC 10014 


Get added IMPACT with: ® Bold Face company listing 
® Super Bold company listing 


(including 3 additional lines) 


® Logo listing 
® Standard Classified Display Ad 
(vertical or horizontal) 


Rates and Circulation 


Super Bold Company Listing $125.00 $115.00 $110.00 


cee 


Additional Listing (under diff. heading) $ 50.00 — at 


Standard Classified Display 
(2 1/4" x 4") $725.00 $685.00 $640.00 


Advertising bookings are due the Friday 6 weeks prior to publication date. 
Advertising materials are due the Friday 5 weeks prior to publication date. 


Call 1-800-825-7638 and see how you 


can qualify to be listed! Circulation Advertising Closing Dates 
150,000 1990: Issue Closing 
or write: 17.1 1/12/90 


The U&lc Buyer’s Guide 
162 Wall Street 

Princeton, NJ 08540 

FAX: 609-921-7296 


Industries served 

a: 
21% Printing, Publishing and Typesetting .s : ae . 
34% Government and Education ; /13/ 
45% Advertising, Design and Production x ee A eID 
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THE NEW DESIGNER’ 
THE NEW TOOLS’ 


Advertiser's 
Index 


The Conferences and Equipment Exhibits for creative 


professionals . . . art directors, graphic designers, illustrators, Advertiser Page # RSC # 
educators, and executives . .. who are planning to buy equipment Agfa Compugraphics 4-5 200 
for design, advertising, publication, packaging, and design Altsys 55 201 

production . . . to compete in the 90s. 
Art Supply Expo 48 216 
For those who need to keep up with the latest technology for Broderbund IBC 217 
layouts, comps, mechanicals, prepress, fonts, networks, multimedia ate Pe 16 
and animation . . . explained by designers who are prepared . 
for the 90s. Computer Graphics Confrences 62 219 
Design Schools Sl 205 
The New Designer Conference ; ; 
Computer Graphics for Design™ /Spring 90 Dynamic Graphics ra a 220 
June 4-6 Grand Hyatt New York Emerald City 46 221 
The New Tools Conference Graphic Composition 61 206 
Computer Graphics for Design™ /Fall 90 Identicolor BC 207 
December 2-5 Grand Hyatt New York Pateasaecind 2-3, 50 208 
For free brochure: Letter-Perfect 48 222 
The Center for Computer Graphics for Design Type-X 63 223 
45 Stephenson Terrace Dept. U 

Briarcliff Manor, NY 10510 914.741.2850 Visual Graphics Corporation 56 21S 
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ITC TYPEFACES 


Who set 


this issue of 


U8dle? 


ITC AvantGarde.Gothic® -.5 wcetey sti: papcc Rn see reenact 6, 40 
ITC: Bookman? te. visas cotta Rea eeiels thao ER Ae MRE Neer: 41,43 


ITC Zapf International® 


IG CaSIOANG: 2242. «Scam named nies 5 ees ean eras ee aaa 7,14-17 

IG: Gantry g..5 hiore scosansrerass ste x otnpa sinrs adore at ape tars «hatter a: 19-21 

TO FERICOR ols «iste seieratitoan cia espace Bk, hae easton hee ae Front Cover 

(TEAFrankliM SOM iG Rey. 7s iat cn onsets dec ralucac Sto at oe ete 7, 28-31, 34-37 

NGGolden Type” ;..r:0 x Az wae sista) /vinwe, arlene septate pam rete tee 18-21 

MGISGd OY c.s20% ics. otNaaie aa Ok MUR a Lalo dhe BOs seen see ON eR 8,9 

WG cy ycrarrarcsaitstaveratepacare Oe. hee asta te Beata ators ec em cin toner mn mane 10,11 

ATC Rabel? i. i5, coves sae ene a tema bea atten Oy Sains vata eats La2,00 

PPCLUBGLIMGrOphS <7-33.; tte inctara tne weal 5 Matoamemeine as hae 24-26 

TG: MGChine™ vnaas +. stclardginecle Sachets ae eNe OR bree Sel ms wees ee 8,9 

MC.New Baskerville? ic;:% 5 .-cemra casein s etwas rene aucaatand 6, 18, 34—37 

IG INGWIOXEP As: 2 vices iv g 8 Ata dah dee reat coe et re eaten eta 6, 29, 30 

IIGINOVOTESO? 2: 2o aici... a0, crvieis lest acetate yoann eae vieetar a 38, 39 

ING SSOUMO RE asia, crs ce resnatiiar east tale epee Reta ete at Lex core eeSed 8,9 

ITOISVMIDOIE S35 acca ae stakes anvarennaae tee oie ere meee Ce hie nats 10,11 

ITGTINONY ssi 3 coiearaintsRheaie clans setae set ae ates eee 44,45 

IGIUSNEIWOO0? 3. 5.0c,2.9peataracre rite Graig We Stare Nase hats oat etwas Tere 27 

: aay ITE VeljOviC ss Aas tan cme Berar ce n catagories 22,23 
: 'f eneeneoet grec ING ZOprCH HCE RYE. cz S.ccicntye ei vombead sista tate pea ae hapa g ae erate cue a 28 
- * tha Lac te I's LIOR or dS ro cote wr ip lie Pees nn et Whar fe 34-37 


Characters Typographic Services Inc. 
5 West 36th Street, New York NY 10018 212/947-0900 Fax 212/695 5594 
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Set Your Sights 
on Tomorrow— 
at Type-X 


rT “te otag 
‘ i, | ity a i Hy 
i intl it Gl Hh, 7 Come to Type-X, The Typographic Imaging and Publishing Show, 
BE. : and be informed, enlightened, invigorated! Most importantly, be 
The Typographic Imaging & Publishing Show prepared to stay competitive in the years ahead. 


Put Type-X on your 1990 calendar 

You'll find virtually every vendor of typographic equipment, 
software and services at Type-X. The major suppliers of page 
design and production will be here. And you can put their 
newest innovations to the test — right on the show floor! 


e Find new ways to operate more efficiently and increase your 


Philadelphia Civic Center profitability at the show seminars. 
March 29-31. 1990 e Meet thousands of other typographers and electronic 


publishers who face the same challenges you face. These 
contacts are a great source of creative business solutions and 
new ideas. 


Learn more about the new trends 

and technologies 

Type-X 1990 features the most comprehensive seminar program 
in our thirteen year history with more than 50 sessions. Fifteen 
sessions will be devoted exclusively to electronic imaging and 
publishing systems — from desktop to dedicated approaches. 
The seminar program is coordinated by Frank J. Romano, editor 
of TypeWorld and director of the TypeWorld Educational 
Association. 


Experience the complete graphics event 


Your Type-X registration also gives you free admission to Art-X, 
the Electronic Art and Design Show; and Printing Expo, The 
East Coast’s National Printing Show. Together, these shows form 
Graphic Communications* — an industry ‘“‘mega event’’ which 
also hosts more than 30 related user group meetings and 
association seminars. 

See the interrelated technologies and share information with 
your production peers — only when you participate in Type-X! 
Call 1-800-331-5706 for more details. 


x Yes, send me complete Type-X information. “d 

| L] Exhibitor (CL) Attendee | 

| Name | 

| Title | 

Produced and Managed by | Company Name | 

EXPOSITIONS | Address | 

A Division of Edgell! Communications, Inc. | City I ee | 
Sponsored by _ 

the TypeWorld Educational Association | Phone aa IL TO: Graphic Communications? T65 | 


| P.O. Box 6470 : , 
Duluth, 55806-647) 
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#1048 
Graphic Design in America 
Edited by Mildred and Phil Friedman 


Graphic Design in America 1s thought-pro- 
voking, informative, contemporary in 
outlook and an excellent book for all con- 
cerned with making graphic design work 
most effectively today. Billed as “a visual 
language history,” this comprehensive 
work is based on an exhibition held at the 
Walker Art Center and was developed in 
cooperation with the American Institute of 
Graphic Arts. The text is not just a history, 
but a critical examination of American 
graphic design from 1829 to 1989. It ana- 
lyzes the cultural and technological devel- 
opments of the discipline and relates them 
to changes in American history. 

An interesting feature is the creative 
time-line which uses the terms of Ameri- 
can presidents as a reference. It was devel- 
oped by Ellen Lupton, curator of the Herb 
Lubalin Study Center of Design and 
Typography at The Cooper Union, and 
designer/writer J. Abbott Miller. 

Critical essays review Graphic Arts for 
the Public Welfare, Changing Technology 
Changing Design, Design in the Service of 
Commerce, Europeans in America, From 
the Poster of Protest to the Poster of Liber- 
ation, A Zero Degree of Graphics, and an 
opening essay threading the others 
together and written by Mildred Friedman, 
design curator of the Walker Art Center. 

A valuable feature of this book is the 
series of interviews by Steven Heller, with 
such major designers as Saul Bass, Aaron 
Burns, Matthew Carter, Ivan Chermayeff, 
Muriel Cooper, Milton Glaser, Richard and 
Robert Greenberg, April Greiman, Tibor 
Kalman, Alexander Liberman, Leo 
Lionni, Cipe Pineles, Paul Rand, Louis 
Silverstein and Bradbury Thompson. 

Also of great value are the set of 
designer biographies and the selected 
bibliography. 

264 pages. 104/41 X 1014/4" 390 illustrations, 80 in color. 
Hardcover. 
#1048 


$49.50, U.S. and Canada. 
Elsewhere, $68.00. 
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#1049 
Symbols, Signs and Letters 
by Martin Andersch 


t 


For a change, here is a book not so much to 
read as to be looked at. Very brief text 
reviews the state of handwriting today, and 
there are thoughts on italic handwriting, 
Roman letters and the use of the alphabet 
to visualize linguistic events. The author's 
style is to play instructor to you, the stu- 
dent, as he takes you through the various 
levels of techniques, use of inks and mate- 
rials, to learn and master this fine craft and 
understand the subtleties of the fine art of 
handwritten communications. 

The author is a professor of design and 
an instructor of calligraphy at the Fach- 
hochschule of Hamburg, Germany. Virtu- 
ally the entire book displays exquisite 
examples, elegantly reproduced, of callig- 
raphy produced in his classes. The result is 
a visual banquet. Provocative thoughts 
add consideration to many pages, such as, 


“spoken symbols of spoken ones; (Aristotle). 


Anillustrated glossary follows the callig- 
raphy pages. 

If you are an instructor or serious stu- 
dent of the art of hand lettering, then this 
is a “must have” title for your shelf. 

256 pages. 8!/4 X 12!/2" Hardcover. 
#1049 


$75.00, U.S. and Canada. 
Elsewhere, $90.00. 


To Instructors of Graphic Design. Due to the 
nature of this book and the value it has for both 
teacher and student, the U€Slc BookShop will 
make this book available to recognized instruc- 
tors at a special educational rate. Please contact 
the U€Slc BookShop for ordering. 


#1050 
Successful Catalogs 
by Steve Warsaw 


With the two-income family often too busy 
to shop, and the cost of door-to-door sales 
calls becoming prohibitive, the catalog is 
becoming an increasingly important sales 
tool. Of course, the designer's role in maxi- 
mizing the catalog’s sales effectiveness is 
crucial. Successful Catalogs is a profusely 
illustrated, full-color book. The text and 
illustrations state the sales problems and 
explain the how and why behind the solu- 
tions. Forty-six catalogs are case-historied. 
Each has received awards in national com- 
petitions evaluating them for effectiveness 
as marketing tools as well as for outstand- 
ing design and printing. 

Five kinds of catalogs are reviewed. The 
categories, and one example of each, are: 
Retail, Saks Fifth Avenue; Business-to- 
Business, AT&T; Incentive, Sperry & 
Hutchinson, Inc. (Green Stamps); Dealer, 
Laura Ashley; and Niche Marketing, 
Museum of Marketing Art. 


222 pages. 9/4 X 12!/4" Hardcover. 
#1050 

$49.95, U.S. and Canada. 
Elsewhere, $64.95. 


Special notice to instructors and full time students. We have recewed many requests to make various books available to students and educational 
centers at favorable rates. If you are a full time student or instructor of graphic arts and want to register for this new program, please contact the USlc 
BookShop for further information. 
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#1051 #1041 #1043 
Brodovitch An Essay on Typography* Graphis Design 90 
by Andy Grundberg by Eric Gill by B. Martin Pedersen 


“Astonish me!” was Alexey Brodovitch’s 
constant admonition to his students, many 
of whom also became internationally 
acclaimed. In his own work Brodovitch 
astonished the American advertising and 
publishing design scene from the 1930s 
into the 1960s. He brought the best Euro- 
pean photographers to New York and 
nurtured the careers of many American 
photographers, including Richard Avedon 
and Irving Penn. His impact on design 


This fine reprint is Gill’s personal mani- One of the finest collections of creative 

festo. His visions, reactions and social solutions by designers, containing more than 
commentary on his own life and times will 650 examples of the year’s best works. It is 
stimulate you into lively mental conversa- worldwide in its coverage of media, adver- 
tions with him, A worthwhile addition to tising, brochures, editorial design, annual 
your office shelf as well as your personal reports, illustration, corporate identity, 
library. packaging, calendars, record covers and 

133 pages. Black and white illustrations. 41/2 X 63/4! books, Multilingual descriptive capuiens 
japon explain the purpose of featured works as 
#1041 well as giving complete credits. 


$15.95, U.S. and Canada. 256 pages, 9!/2x 11" Hardcover. 


vitality and effectiveness, and on designers Elsewhere, $24.95. #1043 
was, and still is, colossal. $65.00, U.S. and Canada. 
This beautiful book gives today’s design- Elsewhere, $80.00. 
ers, or users of design, much to admire and — 
s % Eric Gill, a Lover’s Quest for SSS 


think about. Brodovitch’s work was provoc- 
ative, stimulating, exciting; these pages are 
bound to open your mind and spirit to new 
sensations and new solutions. He was a 
master of capturing the reader’s eye and 
impressing the mind and heart. 

Brodovitch will be devoured by everyone 
concerned with making visual communica- 
tions most successful. 


Art and God* #1033 

by Fiona McCarthy Nine Pioneers in American Graphic 
Design 

by R. Roger Remington and Barbara J. Hodik 


166 pages. 9'/4 x 12!/4 Hardcover. 
#1051 

$39.95, U.S. and Canada, 
Elsewhere, $55.00. 


Eric Gill is regarded by many as the greatest 
English artist-craftsman of the 20th cen- 
tury. He was a typographer and letter cutter, Nine Pioneers focuses sharply on key 

a sculptor and a wood engraver and adomi- designers whose work and teachings have 
nant force in three devout Catholic artsand had a major impact on the direction of 
crafts communities. The author, with access graphic design in America. The nine 

to Gill’s remarkably candid diaries, has featured are: Mehemed Fehmy Agha, 


brought him to life. But as an artist, typog- 
rapher, and social reformer he left his mark 
on the world and his creations and thoughts 


Alexey Brodovich, Charles Coiner, 
William Golden, Lester Beall, Will Burtin, 
Alvin Lustig, Ladislav Sutnar and 


are alive today. An intriguing book for any Bradbury Thompson. 

lover of type and graphic design. Their creative thinking, problem solv- 

338 pages. 64s X 91/2! Hardcover. ing, innovations and influence are explored, 

#1042 discussed and analyzed. Nine Pioneers is 

$26.95, U.S. and Canada. an asset to the graphics industry. 

Elsewhere, $41.95. 179 pages. 300+ illustrations, 55 in color. 83/4 x 1211/4" 
#1033 

*Order both Eric Gill books, #1041 and #1042, — $55.00, U.S. and Canada. 


and take $5.00 off the combined price. Blseminart, 907-08: 


U&lc BookShop Name _ Title 7 
866 Second Ave., 3rd floor Company __ = Address 
New York, NY 10017 Please 

Print County (wyState residents only) ; = _ City/State/Zip Home] _ Business] 

Clearly Country —_ a _ eee Phone = ______ All orders shipped postpaid. New York State residents add state/local tax. 
For questions or problems regarding shipments, or go Ua! b ib Allow 4-6 weeks for delivery. Individual books may arrive separately, We 
please contact U&lc BookShop Manager. am am not a ¢ subscriber. cannot deliver to P.O. Box without a street address. 

Payment In full must accompany order. 
Cost Costoutside Total Bookshop returns valid within 10 days of receipt. Please return via 


Quantity Book # Title USA/Canada USA/Canada Price Registered Mall. Exchange for BookShop credit only. 


Payment (no cash or COD orders): 
C0 My check/money order for U.S,$___._is enclosed. 
C Please charge my (] MasterCard ( Visa 


Include all numbers—card companies require it. 
CC ee 
Expiration Date 


Name (print) 4 
(as it appears on card) 
Applicable NY Sales Tax Date ? = = 
Order Total Signature 


(required for credit card orders) 
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#1045 

The Ventura Publisher Solutions Book 

by Michael Utvich 


~ This book is written and designed for 

the professional who needs instant, step- 
by-step, concise information without the 
time-consuming searches required by 
traditional books. The subject matter is 
current with Ventura Publisher 2.0 (and 
Professional Extension) page composition 
software for IBM PCs, PS/2s and compati- 
bles. This is the only recipes-style solutions 
sourcebook for professionals currently 
available. If you use Ventura Publisher this 
is a mandatory book to own. 


464 pages. Black/white illustrations. 8 x 91/4" 
Softcover. 

#1045 

$24.95, U.S. and Canada. 

Elsewhere, $39.95. 
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#1036 

Visual Thinking: Methods for Making 
Images Memorable 

by Henry Wolf 


This unique book reveals the variety of 
creative methods he employs to produce 
his outstanding visual images and exam- 
ines the fascinating process of transform- 
ing words into imagery. 

Each chapter focuses on a particular 
technique, from use of strange perspec- 
tives, to settings in improbable places, to 
unexpected combinations and assembled 
objects. A must-have title. 


184 pages. More than 250 illustrations, almost all in full 
color. 94/4 X 1214/4" 

#1036 

$45.00, U.S. and Canada. 

Elsewhere, $57.00. 
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#1037 

New American Design 

by Hugh Aldersey-Williams 


Twenty-one of America’s leading young 
industrial and graphic design firms are 
profiled in terms of cultural and social 
significance as well as esthetic phenom- 
ena. Features a two-page introduction 
followed by a full-color four to six page 
portfolio. Firms include: M & Co., Stuart 
Design, Frog Design, April Greiman, 
Design Continuum, and ID Two. 

192 pages. 10 x 10! 

#1037 


$35.00, U.S. and Canada. 
Elsewhere, $47.00. 
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#1040 
Graphis Corporate Identity 1 
Edited by Martin B. Pedersen 


Graphis Corporate Identity 1 is devoted to the 
visible elements of corporate identity pro- 
grams. This stimulating volume covers 
logos and symbols, product and package 
design, vehicle livery, external identifica- 
tion, uniforms, buildings, interior design, 
product catalogs, information brochures 
and promotional articles. Mr. Pedersen’s 
book presents a pragmatic blend of idea- 
provoking illustrations and commentary. 
The material focuses on 45 enterprises 
from all over the world. Of great value are 
the clients’ and design firms’ comments. 
They provide background information for 
understanding the problems and reveal 
the thinking that helped develop the 
solutions. J 

256 pages. 10!l1 x 113/16! 

#1040 


$75.00, U.S. and Canada. 
Elsewhere, $90.00. 
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#1024 

Typographic Communications Today 

by Edward Gottschall 


Here is a critical review of the past hun- 
dred years of typographic design all 

over the world. Over 900 large size illus- 
trations, more than 500 in full color, it 
shows, as well as tells, about design trends 
and their significance. Full alphabets of 
more than 200 of the twentieth century 
typefaces are shown, and a major section 
is devoted to the effects of today’s com- 
puter and laser technologies on what 
designers can do and how they can work. 
17 page review in Winter 1989 U&le. 

256 pages. 103/41 X 14/4! 900+ illustrations, 

500+ in full color. Hardcover. 

#1024 


$55.00, U.S. and Canada. 
Elsewhere, $67.00, 
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#1034 

Type and Image 

by Phillip B. Meggs 


This excellent book highlights the very 
essence of graphic design. Elements that 
combine to form a design: Signs, symbols, 
words, pictures, and supporting forms are 
analyzed and explained. How graphics 
functions as a language and the innovative 
way that designers combine words and 
pictures are discussed. 

This book will provide insight and inspi- 
ration for everyone who is interested or 
involved in graphic communication. 

200 pages. 324 illustrations, many in full color. 
83/4 x 111/4" 
#1034 


$32.95, U.S. and Canada. 
Elsewhere, $44.00. 
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#1039 

Graphic Design for the Electronic Age 

by Jan V. White 


If you are a non-designer working with 
desktop publishing ora professional 
designer using the best imagesetters, this 
book has a lot to offer you. For the desktop 
publisher it offers a great deal of valuable, 
clear advice concerning all aspects of 
typography and page makeup. It’s practical 
and problem-oriented. It also covers the 
elements of a publication, and its appendi- 
ces are loaded with paper sizes, envelopes, 
binding, the arithmetic of this business, a 
glossary, and much more. Mr. White 
accompanies the key points of information 
with larger, instantly understandable illus- 
trations. Whether you are producing a 
small or large in-house document, a news- 
letter, a magazine or a book, this compre- 
hensive manual will help you design it 
more effectively. 

212 pages. More than 300 illustrations. 81/2 x i, 

#1039 


$24.95, U.S. and Canada. 
Elsewhere, $39.95. 
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#1030 

Graphis Packaging 5 

Edited by B. Martin Pedersen 


The best works from the past four years, 
highlighting the best of creative packaging 
efforts and how designers are meeting the 
challenges of new materials and manufac- 
turing methods. 


264 pages. 94/2 x 12" 350 color plates. Hardcover. 
#1030 

$65.00, U.S. and Canada. 

Elsewhere, $77.00. 


SPECIAL OFFERINGS 


#9016 #9027 #9019 
Menu Design 3 British Design and Illustration Europeene 
Art Direction 


by Judith Radice 


Usle’s Special Offering 
$24.95, U.S. and Canada. 
$34.00, elsewhere. 
(List price: $49.95) 


U&le’s Special € fering 
$27.00, U.S. and Canada. 
$40.00, elsewhere. 
(List price: $69.00) 


U&lc’s Special Offering 
$24.95, U.S. and Canada. 
$45.00, elsewhere. 
(List price: $55.00) 


#9022 


American Illustration 7 


‘ae 


$45.00, elsewhere. 
(List price: $55.00) 


American I]lustration 7 


U&sle’s Special Offering 
$36.00, U.S. and Canada. 


#1023 
Posters Made Possible by a 
Grant from Mobil-Graphis Press 


U&sle’s Special Offering 
$39.75, U.S. and Canada. 
$51.00, elsewhere. 
(List price: $50.00) 
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talk 


By Barry Zuber 


Welcome to Tech Talk. 
If you’re looking for a reliable source of 
information on the new electronic design 
tools, you’ve come to the right place. 
Because Tech Talk is focused on the needs 
of graphic designers and creative people. 

In the coming issues I'll be introducing 
new products and explaining the benefits 
of these products to designers in easy to 
understand terms. I'll also be doing “One 
Minute Reviews” on the latest hardware 
and software programs that can increase 
productivity and enhance creativity. 

The bottom line on this column is that 
I'll be writing for you. Let’s remove the 

“magic” veil surrounding computers and 

show what is really there: a box that needs 
the real magic of creativity—ours. 


New Products Worth Looking at 


Control Without a Mouse 

The Macintizer™ tablet uses a slim, pen-like 
stylus instead of a mouse that simplifies 
freehand sketching. It even has an inking tip 
that allows you to see what you are sketch- 
ing on paper. $495. Macintosh and IBM/ 
compatibles. GTCO Corporation, 7125 
Riverwood Drive, Columbia, MD 21046. 
(301) 381-6688. 


What Color Is It? 

“Color Extension brings professional quality 
color to all phases of document creation? 
according to Paul Brainerd, president of 
Aldus” Corporation. 

If you're using PageMaker™ 3.0, Page- 
Maker Color Extension allows you to print 
layouts, artwork and scanned color photo- 
graphs on a color desktop printer using 
Pantone™ Colors. So now a client can 
envision the design without referring to a 
tissue overlay or a Pantone Color Book. For 
Macintosh. $195. Aldus Corporation, 

411 First Avenue South, Seattle, WA. (206 ) 
622-5500. 


Electronic Darkroom on Your Desk! 
Gray F/X allows a designer to make changes 
or try special effects on those photographs 
that are just not right. Gray F/X can do 
almost every type of enhancement a profes- 
sional photolab can do, with you in control. 
For IBM/compatibles. $495. Xerox Imaging 
Systems, Inc., 535 Oakmead Parkway, 
Sunnyvale, CA 94086. (800 ) 821-2898. 


Convert Bitmapped Images 

to Smooth Outlines 

Streamline™ converts a scanned image into a 
smooth vector image for output on a Post- 


Script printer. The vector image now has con- 


trol points that can be moved and edited in 
programs like Adobe® Illustrator™ or Micro- 
grafx® Designer. For IBM/compatibles and 
Macintosh. $395. Adobe Systems Inc., 1585 
Charleston Road, Mountain View, CA 94039- 
7900. (800 ) 344-8335, (415 ) 961-4400. 


Multi-Ad Creator™ 

Multi-Ad Creator is a full-featured adver- 
tising layout program available for the 
Macintosh computer. Features include 
rotation of text, automatic copyfitting, text 


wrapping to fit inside as well as around 
objects, drop shadows, kerning to 1/1000th 
ofan em space, customized starbursts, 
freehand drawings of polygons and hori- 
zontal scaling of text. For Macintosh. 

$995. Multi-Ad Services, Inc., 1720 West 
Detweiller Drive, Peoria, IL 61615-1695. 
(309) 692-1530. . 


Dawn™ Display-Ad Workstation 

AGFA Compugraphic has announced its 
Dawn display-ad workstation. Designed for 
layout-intensive publishing tasks such as 
display ads, circulars, coupon books and 
brochures, the Dawn workstation offers 

a choice of an 80286- or 80386-based 
computer, a high resolution 19" display, 
mouse interface and publishing software. 
AGFA Compugraphic Division, 200 


Created entirely with TypeStyler by 
Michelle McBride Bushneff, Graphic Designer 


Created with TypeStyler and imported PixelPaint 
graphics by Helena Powell, Graphic Designer 


expensive typesetting facilities. 
Bend. Twist. Stretch. Rotate. 
Then, call on an amazing range of 


can shape and style as well. 


powering. TypeStyler is amazingly 
to learn and use. 


With TypeStyler™ and your Macintosh” you can 
turn type into an exciting tour de force. 

It lets you create dramatic designs that once were 
possible only with custom illustrations and the most 


styling effects. Fades, gradient and 
starburst fills. Shadows and patterns. 
Inlines and outlines. Circular text. Plus 
a library of background panels that you 


It’s powerful, yes. But it’s not over- 


You can even import and export 
PICT, Paint and EPS file formats. And 


Ballardvale Street, Wilmington, MA 01887. 
(508 ) 658-5600. 


Animated Presentations 


Create dazzling business presentations, ani- 


mated story boards or complete animated 
video productions with this $299 program. 
Autodesk® Animator™ features 22 paint 
tools, five types of animation techniques 
(cel and optical animation, polymorphic 
tweening, color cycling, and titling), 
input of scanned color photographs and 
input from a still-video camera. For 
IBM/compatibles. $299. Autodesk, Inc., 
2320 Marinship Way, Sausalito, CA 94965. 
(800) 525-2763, (415) 332-2344. 


37-Inch Display for Big Presentations 
Mitsubishi® has announced a 37-inch color 


Put your best font forward. 


monitor that allows your presentations to 
be seen, even in the last row. The XC-3715C 
color display is a $7,599 monitor that sup- 
ports video output from PCs and the Apple 
Macintosh. $7,599. Mitsubishi Electronics 
America Inc., Information Systems Divi- 
sion, 991 Knox Street, Torrance, CA 90502. 
(213) 515-3993. 


Letraset® Announces Integrated Set 
of Tools for Professional Designers 
Letraset’s new Studio Line of software is an 
integrated portfolio of electronic tools. The 
Studio Line offers a complete tool-kit for 
layout and design, color and grayscale 
image processing, display type and custom 
typeface and logo design. For Macintosh. 
Letraset USA, 40 Eisenhower Drive, Para- 
mus, NJ 07653. (201) 845-6100. 
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Created entirely with TypeStyler by 
Julie Glavin, Graphic Designer 


Created entirely with TypeStyler by Ronni Valenti, Graphic Designer 
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allée 


GOURMET 


Created entirely with TypeStyler by Lynn Langford, 
and Julie Glavin, Graphic Designers 


HES 


TypeStyler 


easy 


Brodesdund 


AVA 


Created entirely with TypeStyler by 
Michelle McBride Bushneff, Graphic Designer 


export Adobe Illustrator outlines. Which means Type- 
Styler is fully compatible with most popular desktop 
publishing applications. 

In addition, TypeStyler comes with 10 AGFA Compur 


graphic® typefaces. And you can also 
work with thousands of other commer- 
cially available fonts. All for an intro- 
ductory price of $199.95. 
Br@derbund is making desktop 
publishing easier to do. Easier to afford. 
And definitely easier on the eye. 


Available for Macintosh Plus/SE/II/IIX. Two 800K floppy 
disk drives or hard disk. System 4.2 or later version. 


Broderbund’ 


Copyright 1989 Broderbund Software, 17 Paul Drive, 
San Rafael, CA 94903-2101. All rights reserved. 


SEE YOUR LOCAL RETAILER OR CALL 800-521-6263. 


Macintosh is a registered trademark of Apple Computer, Inc. AGFA Compugraphic is a registered trademark of the AGFA Corporation. 
Broderbund is a registered trademark, and TypeStyler is a trademark of Broderbund Software, Inc. Adobe Illustrator is a trademark of Adobe Systems, Inc. 
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were just 
as 200d as 
Identicolor!” 


You've all heard that before haven't you? Whether it’s Chromatec, Matrocolor, Colorease, Quality, P&P, 
Letrachrome, S.O.S., Crush, Fabco, I.N.T., Grobena, TransProof, Spectracolor, France Image, Final Proof, 
Artype, Colourtech, Rainbow, Adproof, Society de Graphic, InterPrint, Mecanorma or TransCal, they all 
seem to compare themselves to us just to get their foot in the door. 

And when they’re asked if they can do this or that, don't they swear up and down the line about 

“.. anything Identicolor can do...” etc, etc? 

Well, what exactly is it that Identicolor does—or has-that makes it the benchmark name in the industry? 

To begin with, there’s a whole raft of special proofing materials, developed in-house and held exclusively, 
that have never been duplicated. 

Secondly, Identicolor inks are made from the finest resins available and can color-match with absolute 
perfection into thouands of colors. 

Third is the Multi/cal transfer, so unique it’s backed by the only multi-color patent in the industry. 

This Multi/cal transfer is the ultimate decal that not only gives you a soft velvety release, but won't 
leave any burnishing marks or adhesive residue. Our adhesive provides a light tack over the entire transfer, 
not just on the image. This way, you end up with a perfect rubdown that firmly grips itself to virtually any 
surface for non-skid burnishing. 

Fourth, is our Multi/foil rubdown process which simulates actual hot-stamping transfers through the use 
of cold burnishing. Multi/foils come in a variety of nine different colors. And are capable of being used in 
conjunction with thousands of different colors all pre-registered on a 
single transfer. 

Fifth, is the personalized training in a worldwide franchise 
network, giving Identicolor people a leg up on the new technologies 
along with the company’s patented procedures. _ 

And finally, there is a reputation for reliability earned with 25 


AMSTERDAM 31-20-97-77-91 
ATLANTA 404-320-3000 
AUCKLAND 64-9 419-1308 
BALTIMORE 301-687-1222 
BERLIN 49-30 262-5017 
BIELEFELD 49-521 17-89-90 
BOSTON 617-742-4866 
BREMEN 49-421 34-10-67 
BRUSSELS 32-2 53-90-340 
CHATTANOOGA 615-265-0303 
CHICAGO 312-467-7117 
CINCINNATI 513-681-1500 
CLEVELAND 216-621-5388 
COLUMBUS 614-475-0242 
CONNECTICUT 203-869-2700 
COPENHAGEN 45-1 116-320 
DALLAS 

Pacesetters 214-235-2222 

Typographics 214-748-0661 
DAYTON 513-299-2422 
DENVER 303-832-8320 
DETROIT 313-352-7330 
EDINBURGH 44-31 22-51-030 
FRANKFURT 

CTS Identicolor 49-69 78-94-004 

Artshop 49-69 72-88-41 
FREIBURG 49-711 61-08-55 
GREENVILLE, SC 803-232-2486 
GREENWICH, CT 203-869-2700 
HAMBURG 

CTS Identicolor 49-40 47-73-47 

Identicolor 49-40 23-41-41 
HANNOVER 49-511 28-16-76 
HELSINKI 35-8 65-11-99 
HONG KONG 852-897-2308 
HOUSTON 713-861-2290 
INDIANAPOLIS 317-634-1234 
KANSAS CITY 913-677-1333 
KNOXVILLE 615-522-0455 
KUALA LUMPUR 65-336-2333 
LANCASTER, PA 717-397-8863 
LITTLE ROCK 501-375-5395 
LONDON 44-1 637-4571 
LOS ANGELES 213-933-7371 
LOUISVILLE 502-451-0341 
MALMO 46-40 112-650 
MELBOURNE 61-3 690-6788 
MEMPHIS 901-458-4584 
MILWAUKEE 414-352-3590 
MINNEAPOLIS 612-338-7171 
MONTREAL 514-861-7231 
MUNICH 


Studio fiir Typographie 49-89 55-81-61 


TypoBach 49-89 55-49-77 
NASHVILLE 615-383-8261 
NEW JERSEY 609-786-3322 
NEW ORLEANS 504-866-8816 
NEW YORK 

CT&P Color 212-675-7500 

Pinwheel 212-684-5140 

Potomac 212-924-4880 

R.O.R. Typographics 718-361-8711 

Speed Graphics 212-682-5861 
NUREMBURG 49-911-36-616 
PARIS 33-1 4337-8000 
PHILADELPHIA 

Armstrong 215-592-7474 

Color Comp 215-572-7725 

Stallone Type 215-568-6310 
PHOENIX 602-242-6500 
PITTSBURGH 412-391-3778 
PORTLAND, OR 503-226-3943 
RALEIGH, NC 919-832-7568 
RICHMOND, VA 804-780-0006 
ROCHESTER, NY 716-377-0483 
SALT LAKE CITY 801-328-8683 
SAN DIEGO 619-234-6633 
SAN FRANCISCO 415-781-0463 
SANTA ANA, CA 714-541-3341 
SAUDI ARABIA 966-3-864-1844 
SCARSDALE, NY 914-472-6640 

914-472-0000 
SEATTLE 206-285-6333 
SINGAPORE 65 336-2333 
SPRINGFIELD, MO 417-866-2502 
ST. JOSEPH, MI 616-983-7704 
ST. LOUIS 314-773-2400 
STOCKHOLM 46-8 10-98-16 
STUTTGART 49-711 61-08-55 
SYDNEY 62-2 964-3777 
TAMPA 813-251-0502 
TOLEDO 419-241-7195 
TORONTO 416-593-7272 
VOLKLINGEN 49-68 98-88-81 
WASHINGTON, D.C. 202-293-2214 
WICHITA 316-267-5001 
WIESBADEN 49-6121 52-40-94 
ZURICH 41-4 461-6500 


@ ® ® 
years of experience in the color-proofing marketplace. 
Not too shabby a list, we feel. | | 
So next time a rival service tells you they’re “just as good...” 


keep in mind the magnitude of their boast. ® 
And opt for the original. All The Proof You Need 


Identicolor International, Inc. * 720 White Plains Road, Scarsdale, New York 10583 « 914-472-6640 


Call Toll-Free 1-800-346-8815 * Telefax 914-472-0954 
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INTERNATIONAL TYPEFACE CORPORATION 
2 Hammarskjold Plaza 
New York, NY 10017 


